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A COMPLETION OF THE EXISTENTIAL FORMULA 


Stefan Vladutescu 
Prof, PhD, University of Craiova 


Abstract: In the tableau of the current Romanian narrative, Augustin Buzura enhances within the novel 
of critical analysis intellectual heroes, memorably defined by means of an existential recognoscible 
formula. His books, that appeared 3-4 years before 1989 and every decade after this period, focus on 
physicians, (“The absentees’’ and “Vanities”) or journalists, (“The faces of silence, ” “Faded roads” 
and “Requiem for madmen and beasts ”). By his latest novel, (“An account of loneliness, ” layi, Polirom, 
2009), the writer approaches the physician that follows after the journalist: Cassian Robert follows 
Matei Popa from “Requiem ” (1999). At the same time, the completion of the existential formula specific 
to Buzura’s hero is achieved. 

Keywords: existential formula, communication, identity, psychological problems, panic attack 


1. Introduction 

Cassian Robert has the characteristics that make identifiable as pattern the protagonists 
of all the novels written by Augustin Buzura until the present moment: they all stand for “acute, 
traumatizing, lucid up to despair consciousnesses,” beings that “contemplate and judge reality 
from the angle of an outraged subjectivity, unable to accept the compromise” (as E. Simion 
shows, 1978). Their presence within the diegesis is justified by the need to display a certain 
“troubled consciousness,” “confusing consciousness” (N. Manolescu, 2008) and analyze the 
toxic situation present in an explanatory statement, elucidation, clarification. 

The book entitled “An account of loneliness” represents an extension of Augustin 
Buzura’s Romanian Poetics. In “Notebook” (Buzura, 1981), the writer was pointing out the fact 
that “the real, sincere books are but a path against solitude and pain.” The passage of time 
helped a real book go through loneliness, it did not turn into its enemy. The novel under 
discussion begins suddenly (Cristea-Enache, 2009; Boldea, 2011; Voncu, 2016). After a disease 
that he himself could not understand, although he was a physician, almost 70 years old, Cassian 
Robert leaves home and starts living in a small house on the top of a mountain. He leaves his 
son, Dan and his concubine, Claudia, a note, letting them know that was not going to come back 
home, without mentioning where he was, as they had no idea about the hut that he had buit in 
time; they “do not even suspect it exists.” The decisive motivation of the leaving-retreat is 
caused by his helplessness to endure the humiliation of being taken care of and of being looked 
at compassionately. He thus “sets himself free from the pity and support” offered by his family. 
Considering his inability to diagnose his own disease to be a major failure, C. Robert searches 
for contentment in the limits of his otther passion: mountain climbing. Lacking health, affected 
by negative feelings and dark, gloomy thoughts, he meets Mara again, the orphaned daughter 
of his platonic love, Teodora, whom he had met while he was a young man. He reveals her his 
intention to climb Piatra Sfantului, (The Saint’s Rock) (“The edge of life”), after two failed 
attempts during his youth. Although he knew very well that the mountain was “difficult to 
conquer, if nt impossible,” he had decided to make another attempt. By putting this project into 
practice, the physician hopes to get rid of his obsession with loneliness and failure. At the same 
time, he invests energy in the process of describing and writing down about what happens to 
him, hoping thus to obtain the final liberation (Buda, Grigore & Boldea, 2011). He hopes that 
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this liberation will fulfill his “need” to live a “normal” life. Once she finds out about the 
physician’s plan, feeling in her turn lonely and wanting to die, Mara decides to accompany him 
on the mountain, whatever the risks. The discussions help Mara and Cassian Robert know each 
other well. The confessions they make to one another helped them bond with one another so 
much that they come to love each other. Acknowledging an argument mentioned by Buzura in 
“The terror of illusion” (2004), “the moments of confession” prove to be “crucial in a man’s 
life.” His decision to save Mara out of love, while they were still on the mountain makes Cassian 
want to go back to town together with the young lady: “the need to live was taking shape.” 
Their love story and self-analysis deal with just one of the four narrative horizons of the novel. 

The second one is represented by the effort to formulate in writing that first eventful 
horizon (Ciuperca & Ciuperca, 2015; Mangra & Dumitru, 2015; Negrea & Dumitru, 2016). 

A third horizon is represented by story of his father-in-law, Darius Pop. 

The fourth horizon, delineated by italics, is made up of the reflections on failure, 
loneliness and death, belonging to several remarkable creative spirits: Borges, Epictet, Tolstoy, 
Cicero, J. Green, L. Durrelle, B. Pasternak etc. 

2. Panic attack 

At the level of events, without any trace of tragic accents and after one of Mara’s 
statements, according to which “ever since you have come into my life, I have been seized with 
panic,” R. Cassian describes his suffering as being related to what is called panic attack. From 
this point of view, Buzura is not a typical literate. On the contrary, as he himself used to say, 
he is a “human being focused on the knowledge of the human soul and its pathology.” As a 
graduate of psychiatry when the panic attack and panic disorders were not clearly delineated, 
Buzura makes now the epic experiment of a case of panic attack, pondering on the theme of 
failure, loneliness and death. As we know, DSM IV describes the panic attack as a fear 
manifested somatically, (sensation of suffocation, palpitations, perspirations, the feeling of 
having a lump in one’s throat, pins and needles, depersonalization, dizziness, the sensation of 
losing one’s consciousness). The panic attack appears suddenly and it lasts between 1 and 20 
minutes, with a frequency of at least 1 very two days; unless it is treated, it develops into the 
panic disorder. The attack begins with palpitations accompanied by fear; these combine to bring 
about the thought that “I feel sick,” which in its turn results in a lack of air, that gives the 
sensation of “suffocation;” this is followed by a lump in one’s throat that fear turns into the 
false feeling that “I am going to die,” “I am alone and I am going to die”. This kind of attack 
rapidly seizes the anancastic personalities of both Cassian and Mara: perfectionist individuals, 
lacking self-confidence, animated by their permanent need to delay and check things. There is 
a standard situation in the book: “You did not have to worry, it was just an ordinary panic attack, 
that you could not have stopped. With time, you find yourself confronted with certain 
impossible experiences, obsessions and fears determined by the same ordinary cause: the 
approach of death. You are alone in front of death, nobody can do anything for you anymore, 
you must look into its eyes and you are certainly scared. I have written several studies, I have 
read several others, but they have not been of any help to me, although I knew that this is how 
things are, that panic does not mean death” (p. 229). 

Actually, Cassian Robert is identical with Mihai Bogdan and Matei from “The 
absentees” (1970). The young psychiatrist M. Bogdan wanted to escape the “bad solitude.” He 
searched for a place where he could “take refuge” and came to the conclusion that such a place 
would be a house in the countryside. He considered Matei “my senile prototype.” Without 
making use of harsh words, we could say that doctor Cassian Robert stands for the “senile” - 
wise prototype of Mihai Bogdan. We must take into account the fact that Cassian’s son could 
have considered his father’s leaving from home as a “senile wandering.” On the other hand, the 
young M. Bogdan makes the following statement: “There is no way I can lose (...), even if I 
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will remain alone,” “you are always running from something.” The old man C. Robert becomes 
aware of the following things: “I have loved, I have hated, I have won, but but more than 
anything, I have lost, similar to any other man;” “I have begun to climb the [mountain - n.n.] 
ready to lose, not to win.” 

We can delineate a situative topic of Buzura’s hero. The writer’s protagonists live 
simultaneously at three distinct levels: the experiential level, (physical and somatic), the 
existential and the socio-historical level (world and reality) (Ene, 2014). 

At the experiential level, the hero experiences such feelings as: suffering, physical pain, 
fear, anxiety, helplessness, despair, disillusion. However, this is not the most important level: 
physical pain is not essential. The basic feeling here is nausea, (Cassian is “much more affected 
by nausea, than by fear” p. 76). The event that separates the somatic element from the existential 
one is death (Bogdan, 2016). 

The existential level is the decisive level (Popescu, 2014). Moral pain is fundamental in 
Buzura’s works. It is consciousness that prevails here. The novelist that he seems to admire the 
most, from whom he quotes a sentence on the first page of the notebook, that is supposed to lie 
at the basis of the novel entitled “An account on solitude,” is Camus. In “The myth of Sisyphus,” 
Camus was mentioning that “everything begins with consciousness and nothing is worth 
anything than by consciousness.” Consciousness is fundamental in the existential formula of 
Buzura’s hero. Similar to the others, Cassian Robert represents a consciouness, he is a man that 
turns to himself. At this level, the basic feeling is futility, (“I experience my futility alone, p. 
11). The constructive component of the existential formula is represented by facts, (“the serious 
sound of the fact”). Both facts and acts are happenings, existential-social events, where 
humiliation, dignity, pride, retreat, cowardice, failure, defeat, knowledge as “lecture of life and 
of the lived experience” manifest. The creative spirit must shape universal truths out of ordinary 
happenings. The spirit’s fundamental way of working is lucidity, (“when lucidity is of no help 
anymore, they turn into a fragile construction,” p. 11). 

The third level, the socio-historical level, is represented by such values as: truth, 
freedom, the goog, the beautiful, duty (Strechie, 2008; Militaru, 2012; Cerban, 2012). The 
significant events are: the defiance of history, heroism, the political intervention. The feeling 
specific to this level is the absurd. In the case of Buzura, history is weighty, harsh, brutal, 
violent; it must be endured, tolerated or confronted. History is the domain of appearances. To 
be able to notice what happens in reality, not just at the superficial level, the individual must 
refuse routine and search for the ruth and freedom: it is only “the truth that counts.” 
Unfortunately, as Cassian Robert notices, “my table is full of books and truths discovered or 
understood too late” (p. 59). 

In a history overflowing with adversities, the individual can remain a man, even a “man 
of character.” In relation to history, the individual that thinks, that disagrees with somebody or 
something, that revolts on the strength of one kind of thinking, is really a human being. Man’s 
mission is triple. At the experiential level, he must become free of fear, obsessions, (“I have felt 
I have become free of my old obsessions,” p. 329). At the existential level, man must confront 
himself: “the big confrontation,” as it is described in “The terror of illusion,” is actually “the 
confrontation with ourselves, with our own limits.” At the socio-historical level, man must 
confront history, the world (as form of history) by stating the truth and by the fight for freedom: 
“should I confront or ignore them?” (p. 307) are the two solutions. 

Man is driven (by the need to feel himself free) towards all the three levels: of defeating 
negative thinking and feelings, of confronting himself with his own limits, of facing history. 
Analogously, there are three types of suffering: somatic (fear), moral (the panic attack), 
historical, (oppression). Buzura’s hero experiences three distinct states of mind, namely (the 
somatic liberation, fulfilled revolt and liberation) and three types of feelings, more precisely, 
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(disgust, futility and uselessness - “love and all the other feelings have been useless,” p. 200). 
(Disgust and futility represent specific feelings in “The terror of illusion” as well). 

Buzura’s hero lives and at the same time analyzes himself. He meditates in relation to 
himself and the others, furthermore, his capacity of reflection goes towards speculation, to deep 
thinking in relation to himself and his own facts. Man experiences and dwells upon things: on 
the one hand, Cassian feels things, on the other hand, he meditates upon things, he analyzes 
them (“The other Cassian had turned into a pretty indulgent, tolerant person,” p. 38; Borges 
states “I am the other,” p. 178). 

In relation to his themes, the novelist has a solemn attitude (that E. Simion, 1978, calls 
“serious view”), a firm, ethical orientatation, (that Nicolae Manolescu, 2008, sees as 
predominant, considering Buzura to be “a solemn moralist, without the sense of humour”) and 
a meditative undertaking (that N. Manolescu,2008, perceives as “indictment”). 

Buzura’s rhetoric edifies the epic elements by means of the frequent mobilization of 
the following negative procedures: the narration, the confession, the retrospection, the 
introspection, the unfolding of a memory flow, the portrait, the short story, the essay, the 
multiphcation of the narrative voices, the concentration of te narrative time, giving up 
chronology, the monologue, etc. 

3. Conclusion 

Augustin Buzura’s heroes relate to themselves and to the world in gnoseological terms. 
Their gestures are subordinate to knowledge: the protagonist derives such things as wisdom or 
knwledge from fear or liberation, from disappointment or dignity. It is from this perspective 
that we must interpret the last words of the novel: “I will discover by death what I could not 
discover throughout my life...” Death becomes a method of getting familiar with things. 
Buzura’s gnoseology is unlimited. Everything is experienced and examined by means of a firm, 
rigorous, categorical consciousness. 
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Abstract: As Barthes emphasizes, literature as discourse forms the signifier (the relation between crisis and 
discourse defines the work, which is a signification); in myth there are two semiological systems: a linguistic 
system, the language-object (the language which myth gets hold of in order to build its own system), and 
myth itself (metalanguage), because it is a second language, in which one speaks about the first. There are 
between the signifier, the signified and the sign, functional implications which are so close that to analyze 
them may seem futile (this distinction has a capital importance for the study of myth as semiological 
schema); the materials of mythical speech, however different at the start, are reduced to a pure signifying 
function as soon as they are caught by myth. The signifier of myth presen ts itself in an ambiguous way: it is 
at the same time meaning and form, full on one side and empty on the other; when it becomes form, the 
meaning leaves its contingency behind (it empties itself, it becomes impoverished, history evaporates, only 
the letter remains); the form does not suppress the meaning, it only impoverishes it, it puts it at a distance, 
it holds it at one’s dispose; the concept reconstitutes a chain of causes and effects, motives and intentions. 
Unlike the form, the concept is in no way abstract (it is filled with a situation); through the concept, it is a 
whole new history which is implanted in the myth. 


Keywords: language, image, discourse, semiology, myth. 


Barthes imagines that the essential gesture of the operator is to surprise something or 
someone and that this gesture is therefore perfect when performed unbeknownst to the subject 
being photographed, “The object speaks, it induces us, vaguely, to think. [...] Photography is 
subversive not when it frightens, repels, or even stigmatizes, but when it is pensive, when it thi nk s.” 
'A narrative does not show anything, it does not imitate; what happens in narratives is from the 
referential standpoint actually nothing (what happens is language alone, the adventure of language). 
Hirsch writes that the act of understanding is at first a genial, or a mistaken, guess (there are no 
methods for making guesses, no raies for generating insights). “The methodological activity of 
interpretation commences when we begin to test and criticize our guesses.” 1 2 

Blackburn maintains that metaphors are typically couched in indicative sentences, 
“certainly governed by norms of appropriateness, found in complex embeddings, yet certainly not 
intended as straightforward cases of truths or falsehoods. This is how the expressivist says it is in 


1 Barthes, R., Camera Lucida: Reflections on Photography, Hill and Wang, New York, 1981, p. 38. 

2 Hirsch, E.D.J., Validity in Interpretation, Yale University Press, 1967, p. 203. 
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more controversial examples, such as commitment to conditional, moral or modal claims.” 3 

Baudrillard contends that malls have achieved their commercial success through a variety 
of strategies that all depend on “indirect commodification”, “a process by which nonsaleable 
objects, activities, and images are purposely placed in the commodified world of the mall. The 
basic marketing principle is ‘adjacent attraction’, where the most dissimilar objects lend each other 
mutual support when they are placed next to each other. [...] This logic of association allows 
noncommodified values to enhance commodities, but it also imposes the reverse process - 
previously noncommodified entities become part of the marketplace. Once this exchange of 
attributes is absorbed into the already open - ended and indeterminate exchange between 
commodities and needs, associations can resonate infinitely.” 4 Shopping with an intense spectacle 
of accumulated images and themes entertain and stimulate and in turn encourage more shopping. 
“The themes of the spectacle owe much to Disneyland and television, the most familiar and 
effective commodifiers in American culture. Theme-park attractions are commonplace in shopping 
malls; indeed the two forms converge - malls routinely entertain, while theme parks function as 
disguised marketplaces. Both offer con- trolled and carefully packaged public spaces and 
pedestrian experiences to auto-dependent suburban families already primed for passive 
consumption by television." 5 

Norris points out that if texts are open to any number of readings with no possible appeal 
to standards of validity or truth, then deconstructionists “can hardly complain that opponents have 
got: them wrong, or that attacks on deconstruction amount to nothing more than a species of 
reductive travesty." 6 7 Barthes says that it is not that the Author may not “come back” in the Text, 
in his text, but he then does so as a “guest”. “If he is a novelist, he is inscribed in the novel like one 
of his characters, figured in the carpet; no longer privileged, paternal, aletheological, his inscription 
is ludic. He becomes, as it were, a paper-author: his life is no longer the origin of his fictions, but 
a fiction contributing to his work." Nottingham says that the search for integrity, for allowing 
ourselves to recover, accept, and transform what we are, does' not at ail mean abandoning our 
rational birthright. “For a human being who has achieved psychic balance, there will always be a 
dynamic interplay between the Creative forces of the unconscious mind and the power of the self- 
conscious intellect, mapping, organizing, shaping, making coherent and testable patterns out of the 
flux of imaginative insight that wells up inside us." 8 

Bourdieu remarks that the structures constitutive of a particular type of environment 
produce habitus, systems of durable transposable dispositions, structures predisposed to function 
as structuring structures, “as principles of the generation and structuring of practices and 
representations which can be objectively ‘regulated’ and ‘regular’ without in any way being the 
product of obedience to rules, objectively adapt to their goals without presupposing a conscious 
aiming at ends or an express mastery of the operations necessary to attain them, and, being ail this, 
collectively orchestrated without being the product of the orchestrating action of a conductor.” 9 


3 Blackburn, S., “Wittgenstein, Wright, Rorty and Minimalism”, in Mind, 107,1998, p. 159. 

4 Crawford, M., “The World in a Shopping Mail”, in Sorkin, M., (ed.), Variations on a Theme Park: The New American City and 
the End of Public Space, Hill and Wang, New York, 1996, pp. 14-15. 

5 Ibid., p. 16. 

6 Norris, Ch., What’s Wrong with Postmodernism: Critical Theory and the Ends of Philosophy, Johns Hopkins University Press, 
Baltimore, 1980, p. 136. 

7 Barthes, R., Image-Music-Text, Health, S., (tr.). Hill and Wang, New York, 1977, p. 161. 

8 Cottingham, J., Philosophy and the Good Life: Reason and the Passions in Greek, Cartesian and Psychoanalytic Ethics, 
Cambridge University Press, Cambridge, 1998, p. 165. 

9 Bourdieu, P., Outline of a Theory of Practice, Cambridge University Press, Cambridge, 1977, p. 72. 
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Stein stresses that clarity is of no importance because nobody listens and nobody knows 
what you mean no matter what you mean, nor how clearly you mean what you mean. “But if you 
have vitality enough of knowing enough of what you mean, some- body and sometime and 
sometimes a great many will have to realize that you know what you mean and so they will agree 
that you mean what you know, what you know you mean which is as near as anybody can come to 
understanding anyone.” 10 

Barthes remarks that photography is unclassifiable because there is no reason to mark this 
or that of its occurrences. “It aspires, perhaps, to become as crude, as certain, as noble as a sign, 
which would afford it access to the dignity of a language: but for there to be a sign there must be a 
mark; deprived of a principle of marking, photographs are signs which don’t take, which turn, as 
mi lk does. [...] In short, the referent adheres." * 11 Photography is a kind of primitive theater, “a ki nd 
of Tableau Vivant, a figuration of the motionless and made-up face beneath which we see the dead. 
[...] By attesting that the object has been real, the photograph surreptitiously induces belief that it 
is alive, because of that delusion which makes us attribute to Reality an absolutely superior, 
somehow eternal value; but by shifting this reality to the past (‘this-has-been’), the photograph 
suggests that it is already dead." 12 In Photography one can never deny that the thing has been there. 
“There is a superimposition here: of reality and the past. And since this constraint exists only for 
Photography, we must consider it, by reduction, as the very essence, the name of Photography." 13 

Barthes points out that we know the original relation of the theater and the cult of the Dead. 
“The first actors separated themselves from the community by playing the role of the Dead: to 
make oneself up was to designate oneself as a body simultaneously living and dead." 14 

Barthes decided to take as a guide for his new analysis the attraction he felt for certain 
photographs. “For of this attraction, at least, I was certain. What to call it? Fascination? No, this 
photograph which I pick out and which I love has nothing in common with the shiny point which 
sways before your eyes and makes your head swim; what it produces in me is the very opposite of 
habitude; something more like an intemai agitation, an excitement, a certain labor too, the pressure 
of the unspeakable which wants to be spoken.” 15 Photographs State the innocence, the vulnerability 
of lives heading toward their own destruction: this link between photography and death haunts ail 
photographs of people. “Everything, today, prepares our race for this impotence: to be no longer 
able to conceive du- ration, affectively or symbolically: the age of the Photograph is also the age 
of revolutions, contestations, assassinations, explosions, in short, of impatiences, of everything 
which denies ripening. And no doubt, the astonishment of ‘that-has-been ’ will also disappear. It 
has already disappeared: I am, I don’t kn ow why, one of its last witness.” 16 

On Barthes’s reading, writing is the destruction of every voice, of every point of origin. 
“Writing is that neutral, composite, oblique space where our subject slips away, the negative where 
ail identity is lost, starting with the very identity of the body writing. As soon as a fact is narrated 
no longer with a view to ac- ting directly on reality but intransitively, that is to say, finally outside 
of any function other than that of the very practice of the symbol itself, this disconnection occurs, 
the voice loses its origin, the author enters into his own death, writing begins.” 17 Barthes claims 


10 Stein, G., How to Write, Dover, New York, 1975, p. xxv. 

11 Barthes, R., [1], p. 6. 

12 Ibid., pp. 32, 79. 

13 Ibid., p. 76. 

14 Ibid., p. 31. 

15 Ibid, p. 76. 

16 Ibid., pp. 32, 79. 

17 Ibid., pp. 18-19. 
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that when the author has died it is language which speaks, not the author; to write is to reach that 
point where only language acts “performs”; text ceases to operate as a recording, notation, and 
representation. It designates a performative, a rare verbal form in which the enunciation has no 
other content than the act by which it is uttered. For the dead author, “the hand, cut off from any 
voice, borne by pure gesture of inscription (and not of expression), traces a field without origin - 
or which, at least, has no other origin than language itself, language which ceaselessly calls into 
question ail origins." 18 

Barthes points out that language needs special conditions in order to become myth; to 
purport to discriminate among mythical objects according to their substance would be entirely 
illusory; every object in the world can pass from a closed, silent existence to an oral state, open to 
appropriation by society, for there is no law, whether natural or not, which forbids talking ( about 
things ; myth can be defined neither by its object nor by its material, for any material can arbitrarily 
be endowed with meaning; pictures are more imperative than writing, they impose meaning at one 
stroke, without analyzing or diluting it. Semiology is a science of forms, since it studies 
significations apart from their content; the necessity is that which applies in the case of any exact 
language; any semiology postulates a relation between two terms, a signifier and a signified (this 
relation concerns objects which belong to different, categories, and this is why it is not one of 
equality but one of equivalence); semiology is not a metaphysical trap (it is a science among others, 
necessary but not sufficient); myth belongs to the province of a general science, coextensive with 
linguistics, which is semiology. 

As Barthes emphasizes, literature as discourse forms the signifier (the relation between 
crisis and discourse defines the work, which is a signification); in myth there are two semiological 
systems: a linguistic system, the language-object (the language which myth gets hold of in order to 
build its own system), and myth itself (metalanguage), because it is a second language, in which 
one speaks about the first. There are between the signifier, the signified and the sign, functional 
implications which are so close that to analyze them may seem futile (this distinction has a capital 
importance for the study of myth as semiological schema); the materials of mythical speech, 
however different at the start, are reduced to a pure signifying function as soon as they are caught 
by myth. The signifier of myth presents itself in an ambiguous way: it is at the same time meaning 
and form, full on one side and empty on the other; when it becomes form, the meaning leaves its 
contingency behind (it empties itself, it becomes impoverished, history evaporates, only the letter 
remains); the form does not suppress the meaning, it only impoverishes it, it puts it at a distance, it 
holds it at one’s dispose; the concept reconstitutes a chain of causes and effects, motives and intenti¬ 
ons. Unlike the form, the concept is in no way abstract (it is filled with a situation); through the 
concept, it is a whole new history which is implanted in the myth. 

Barthes remarks that the fundamental character of the mythical concept is to be 
appropriated; a signified can have several signifiers (this is the case in linguistics and 
psychoanalysis); in myth the concept can spread over a very large expanse of signifier; there is no 
fixity in mythical concepts (they can come into being, alter, disintegrate, disappear completely); 
poverty and richness are in reverse proportion in the form and the concept. The signification is the 
myth itself; there is no latency of the concept in relation to the form (there is no need of an 
unconscious in order to explain myth); the elements of the form are related as to place and 
proximity; the mode of presence of the form is spatial, while the concept appears in global fashion. 
The relation which unites the concept of the myth to its meaning is essentially a relation of 


18 Ibid., p. 94. 
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deformation; the signification of the myth is constituted by a sort of constantly moving turnstile 
which presents alternately the meaning of the signifier and its form, a language object and a 
metalanguage, a purely signifying and a purely imagining consciousness. Myth is a type of speech 
defined by its intention much more than by its literal sense; the appropriation of the concept is 
driven away by the literalness of the meaning. The language can produce a whole fragment of the 
sign by analogy with other signs; the nature of the mythical signification can be well conveyed by 
one particular simile (it is neither more nor less arbitrary than an ideograph). Any semiological 
system is a system of values; the myth consumer takes the signification for a system of facts: myth 
is read as a factual system, whereas it is but a semiological system; articulated language contains 
in itself some mythical dispositions, the outline of a sign-structure meant to manifest the intention 
which led to its being used (it is what could be called the expressiveness of language). 

Levi-Strauss argues that the unity of the myth is never more than tendential and projective; 
it is a phenomenon of the imagination, resulting from the attempt at interpretation; unlike 
philosophical reflection, which claims to go back to its own source, the reflections we are dealing 
with here concern rays whose only source is hypothetical. Mythological thought manifest itself as 
an irradiation; by measuring the directions and angles of the rays, we are led to postulate their 
common origin. 

Butler holds that the aim of theory for Baudrillard is to devise a statement about a system 
that at once follows its internal logic to the end, adds nothing to it, and inverts it entirely, reveals 
that it is not possible without this nothing. “It is a statement that is at once a pure description of the 
system, speaking of it in terms of the real, and a pure prescription of the system, demonstrating 
that it excludes the real. It is a statement that, is at once totally specified to each system examined, 
and absolutely universal, testifying to the fundamental reversibility at the origin of the world.” 19 

Foucault notes that the frontiers of a book are never clear cut, “beyond the title, the first 
lines, and the last full stop, beyond its internal configuration and its autonomous form, it is caught 
up in a system of references to other books, other texts, other sentences: it is a node within a 
network” 20 . Fantasies are carefully deployed in the hushed library, with its columns of books, with 
its titles aligned on shelves to form a tight enclosure, but within confines that also liberate 
impossible worlds. “The imaginary is not formed in opposition to reality as its denial or 
compensation; it grows among signs, from book to book, in the interstice of repetitions and 
commentaries; it is born and takes place in the interval between books. It is a phenomenon of the 
library." 21 

Agamben notices that it would be the worst misunderstanding of Derrida’s gesture to think 
that it could be exhausted in a deconstructive use of philosophical terms that would simply consign 
them to an infinite wandering or interpretation. “Derrida enters into the Paradise of language, where 
terms touch their limits. And he ‘cuts the branches’; he experiences the exile of terminology, its 
paradoxical subsistence in the isolation of ail univocal reference." Grammatology was forced to 
become decon- struction in order the paradox. “The experimentum linguae that is at issue in 
grammatological terminology does not (as a com- mon misunderstanding insists) authorize an 
interpretative practice directed toward the infinite deconstruction of a text, nor does it inaugurate a 
new formalism. Rather, it marks the decisive event of matter, and in doing so it opens onto an 
ethics." 


19 Butler, R., Jean Baudrillard: The Defence of the Real, Sage, London, 1999, p. 120. 

20 Foucault, M., The Archaeology of Knowledge, Smith, S., (tr.). Pantheon, New York, 1972, p. 23. 

21 Foucault, M„ “Fantasia of the Library”, in Bouchard, D.F. - Simon, S., (eds.). Language, Counter-memory, Practice: Selected 
Essays and Interviews by Michel Foucault, Cornell University Press, Ithaca, NY, 1977, p. 91. 
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Baudrillard affirms that the void of logical reason is reduplicated. Exactly in order to be 
destroyed, and that it is in the void thus created that laugh and enjoyment burst out. “Freud puts 
this extremely well: Entfesselung des Unsinns — the unleashing of nonsense. But nonsense is not 
the hidden hell of meaning, nor the emulsion of ail the repressed and contradictory meanings. It is 
the meticulous reversibility of every term - subversion through reversal. ” 22 

Barthes states that a text is a tissue of quotations drawn from the innumerable centers of 
culture. “A text is made of multiple writings, drawn from many cultures and entering into mutual 
relations of dialogue, parody, contestation, but there is one place where this multiplicity is focused 
and that place is the reader. [...] The reader is the space on which ail the quotations that make up a 
writing are inscribed without any of them being lost; a text’s unity lies not in its origin, but in its 
destination.” 27 Blanchot contends that a thought points us constantly back to the presence of 
absence, to absence as its own affirmation. “Whoever is fascinated doesn’t see, properly speaking, 
what he sees. Rather, it touches him in an immediate proximity; it seizes and ceaselessly draws 
him close, even though it leaves him absolutely at a distance. Fascination is fundamentally linked 
to neutral, impersonal presence, to the indeterminate They, the immense, faceless Someone.” 23 

Levinas notes that it is only in approaching the Other that I attend to myself. “In discourse 
I expose myself to the questioning of the Other, and this urgency of the response (acuteness of the 
present) engenders me for responsibility; as responsible I am brought to my final reality.” 
Proximity is to be described as ex- tending the subject in its very subjectivity; proximity, the one- 
for-the-other, is not a configuration produced in the soul. “It is an immediacy older than the 
abstractness of nature. Nor is it fusion; it is contact with the other. To be in contact is neither to 
invest the other and annul his alterity, nor to suppress myself in the other. In contact itself the 
touching and the touched separate, as though the touched moved off, was always already other, did 
not have anything in common with me." 

Culler claims that a good first step might be that very combination of exasperation and 
insight which we feel when we grasp that any attempt to give an account of what Derrida says is a 
falsification of his project (but that such falsification is un- avoidable). 

Levinas notices that humanism has to be denounced only because it is not sufficiently 
human: I am a hostage, a responsibility and a substitution supporting the world in the passivity of 
assignation, even in the accusing persecution. “It is troubled and becomes a problem when a third 
party enters. The third party is other than the neighbour, but also another neighbour, and also a 
neighbour of the other, and not simply his fellow. What are the other and the third party for one 
another? What have they done to one another? Which passes before the other?" 24 


22 Baudrillard, J., Symbolic Exchange and Death, Sage, London, 1993, p. 232. 

23 Blanchot, M., The Space of Literature, Smock, A., (tr.). University of Nebraska Press, Lincoln, 1982, p. 27. 

24 Levinas, E„ [30], p. 157. 
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LITERARY CRITICISM BETWEEN IRONY, BOOKISHNESS AND EMPATHY 


Iulian Boldea 

Prof., PhD, "Petru Maior” University ofTirgu Mures 

Abstract: Textele critice ale lui AI. Cistelecan sunt, cum s-a mai observat, adevarate spectacole ale 
gustului §i ale ideii, cu rafmata punere in scena a judecdflor, cu analize pregnante §i ferme, cu 
demonstrate find §i desen calofil al enunfului. Ex igen (a §i devofiunea, pigmentate, desigur, de accentul 
ludico-ironic, fac parte dintr-un scenariu critic urmat cu perseverenfa de-a lungul timpului, de la 
primele texte publicate §i pana acum. Exacte p subtile, uneori pana la ocultarea sensului „profan ” al 
termenilor, „recenziile rapide” au aerul unorfpe clinice cu diagnostical notat apasat, inconjurat to tup 
de un halou ironic ori de o aura a parodiei bine temperate. Suculent §i paradoxal, iubitor de antiteze §i 
de imagini bulversante, teatralizant cu masura, limbajul critic capata adesea pecetea mai mult sau mai 
pufin acuta a sarcasmului eterat, a verbului acid, sfapat intre vertijul realului p frisonul cuvantului ce- 
l desemneaza. 

Keywords: critica, livresc, empatie, hermeneutica, poezie 


E foarte greu de surprins intr-o simpla definite, cu sorfi de autentic si de adevar, modul 
de a scrie (§i de a fi in regim hermeneutic) al lui AL Cistelecan. Ca e un voluptuos al scriiturii, 
ce-§i ingaduie volute §i arpegii calofile ale metaforei critice, dar si detente ironice camuflate in 
palimpsest, s-a mai spus, Al. Cistelecan putand fi privit §i ca un contemplativ cu nostalgii ale 
implicarii, un spirit care i§i asuma cu fervoare reveria pe marginea carfilor ca modalitate de a 
citi, recapitula ori interpreta opere, autori, stari §i paradigme estetice, din perspectivele cele mai 
insolite. Portretul cel mai memorabil e cel trasat de Radu G. fieposu, un portret auster si vag, 
vaporos §i precis, plutind in nedeterminarea metaforei §i in mecanica alegoriei: „Criticul e un 
melancolic si un timid, care se arata rar pe campul de lupta, desi victimele lui sunt nenumarate. 
Fiinta criticului e mai mult o himera imbracata in zale, un duh ironic care manuie§te din umbra 
palo§ul §i spada. In batalie nu se vad decat armele: spiritul critic §i inteligenfa par insuflefite de 
un suflu misterios, precum Balmung §i Durandal. Manuite din umbra, acestea sfarteca dibaci 
capul hidrei §i al balaurului, din sangele carora se intrupeaza chiar textele criticului”. Ce este si 
cum este critica, in viziunea lui AL Cistelecan? Inainte de toate, ea este ”a-sentimentala”, 
„treaba de concept”, rod §i joc al intcligcntci, instrument al intelectului cu rol de a examina 
opera, pazindu-se, oricum, de riscul de a cadea in fascinatic sau in exces de putere. Criticul face 
insa o precizare: „Dar e de discutat daca infelegerea ei nu trece in dcvotiunc, nu e §i o forma de 
dcvopune, ceea ce ar aduce inapoi pe fereastra unele lucruri date afara pe u§a”. Comparat cu 
limbajul poeziei, limbajul criticii e, desigur, unul condus de rajiune: „Critica fine un discurs 
rational si rationalizant, pe cand, in partea lui cscntiala, limbajul poeziei (ca mai specific artei, 
mai pur) este unul irational (sau rationalizabil cu mare rest)”. Demne de atcntic sunt precizarile 
lui Al. Cistelecan despre conditia instrumentului sau hermeneutic predilect, recenzia. Aceasta 
„nu sta la taclale”, dimpotriva, „vorbcstc pe limba spartanilor”, pentru ca „n-are timp de prea 
multe general itafi”, astfel incat recenzentul „vede literatura ca un spectacol de monade”. In 
aceste condifii, nu e de mirare ca recenzia insa§i ,,nutrcstc visuri desartc de sinteza. Ea poate 
lua seama la dialectica interioara a acestor monade, abia poate fine jurnalul devenirii lor. Necum 
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sa vorbeasca, a la Jourdain, limba sintezei, recenzia vorbe§te riguros in dialectul centrifugal al 
excepjiilor”. 

Acjiunea si prezenja critica a lui AL Cistelecan au fost vazute diferit, dincolo de mode 
§i timp, accentul fiind plasat cand pe rigoare §i exactitate, pe comprehensiune §i pe darul 
disocierilor, cand pe spectacolul stilului ironic sau pe expresivitatea calofila a discursului. 
Nicolae Manolescu, in Istoria critica a literaturii romane, rctinc, intre calitajile criticului AL 
Cistelecan, „finejea antenelor”, distilarea sarcasmului, dar §i scriitura „plastica, baroca, de o 
tehnicitate ce nu-si poate reprima apetenja catre mimarea parodica (caragialiana si 
paulgeorgesciana) a limbajului, jargoanelor §i pronunpilor pitore§ti”. Cronicile lui AL 
Cistelecan, „inteligente, sclipind de ironia ideii §i savuroase stilistic” indeplinesc, precizeaza 
Nicolae Manolescu, „condi(iile excelenjei critice §i stilistice”, in ciuda unui rise al calofiliei. 
Autorul Istoriei critice... concluzioneaza: „Exista pujini critici de poezie capabili de 
comprehensiunea §i de expresivitatea cronicarului literar de la trei dintre cele mai bune reviste 
ardelene de dupa al Doilea Razboi Mondial”. Pentru Mircea Martin, autorul cartii despre Poezie 
§i livresc este un adept al exactitajii geometrizante, cu miza clarificatoare : „Cistelecan e unul 
dintre putinii critici de la noi care mizeaza pe exactitate, care incearca sa spuna lucrurilor pe 
nume, iar aici disocierile lui ating o claritate aproape geometrica. Prins parca de pariul 
exactitajii, el nu ezita, mai ales atunci cand i§i exprima opinia personala, sa o faca in mai multe 
variante care se concureaza, dar se §i clarified reciproc”. Pe de alta parte, Ion Pop constata ca 
textele lui AL Cistelecan, „concentrat-eseistice, au infa(i§area mai curand a unor medalioane, a 
unor portrete critice, bune de introdus oricand intr-un dietjonar. Amatorul de efigii §i de 
embleme va gasi intotdeauna in ele o definite expresiva si subtila a autorului si a operei cautate. 
Astfel, majoritatea carjilor sale sunt culegeri de glose, consacrate unor scriitori - mai ales poeji, 
cum spuneam - din imediata apropiere, despre care criticul se pronunta prompt, atras cu 
predileejie de mi§carea vie a literaturii. Ca §i fostul sau profesor Mircea Zaciu, care 1-a prejuit 
mult, dar fata de care se deosebe§te radical ca mod de a scrie, iar latura de document a operei ii 
este ca §i indiferenta, el este sensibil mai ales la «pulsul viu al literaturii)), pe care critica 
„foiletonistica” il poate surprinde in imediatul manifestarilor sale”. Mircea A. Diaconu, in 
schimb, accentueaza asupra ironiei subterane sau manifeste, care nu are, insa, o consccinta 
dizolvanta: „De altfel, cred ca AL Cistelecan e criticul care instrumenteaza azi cele mai multe 
nuanje ironice. Sa fie militantul pentru expresionism un ironic? Sa fie un caragialean printre 
ardeleni? Nu-i vorba, ardelenii (de nu cumva Marius Chico*? Rostogan in persoana) se vor fi 
razbunat in ultimii ani pe Caragiale scriind despre el studiile cele mai convingatoare (...). 
Asadar, poate ca nu-i Al. Cistelecan un caragialean, sau nu unul spumos, ca Dan C. Mihailescu; 
dar unul tot este: acel Caragiale al zambetului subtirc, locuit de incredere §i scepticism, al 
taieturii sigure, in fraza §i in real, si deopotriva, sau mai ales, acel Caragiale al hedonismului. 
AL Cistelecan exploreaza poezia cu aceea§i fascinatic cu care Caragiale inregistra fonnele 
lumii”. 

In analiza criticii §i a criticilor, AL Cistelecan reuse*?tc perfonnanja de a prinde, in 
conturul unei fonnule fericite, intr-un cnun( sintetic, un profil critic, un stil, o perspective asupra 
literaturii; astfel, Nicolae Manolescu a fost „pentru anii ’60-2000, Critica”, analizand §i 
ordonand epoca pe baza unui „principiu de autoritate carismatica, dedus si suprapus, la randu- 
i, unui principiu de comprehensiune, in adeevare, mereu reinnoit”, Eugen Simion are 
interpretari care „exceleaza in subtilitate”, Gheorghe Grigurcu este „un critic-monah ce si-a 
depus voturile, de la inceput §i pentru totdeauna, pentru ordinul riguros al dcvojilor poeziei”, 
Mircea Martin e, in critica romaneasca, „singurul critic dintre teoreticieni. (Poate §i vijavercea 
- singurul teoretician dintre critici.)”, Mircea Iorgulescu este un „Saint-Just”, prin texte 
„iacobine ca spirit”, Ion Pop este, „poate, inainte de orice, un critic drept, echitabil pana la 
monotonia tratamentului. Drept, de fapt, e pujin spus, pentru ca Ion Pop e exasperant de just”, 
in acclasi timp, cronicile lui Mircea Iorgulescu sugereaza imaginea unui „adevarat spectacol de 
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rigoare”, scrisul lui Alex. §tefanescu este „un scris eclatant, pe §leau, abrupt si «definitiv», in 
stilul decretelor; e un scris hotarat sa lase urme, sa transczc net intre alb §i negru, premeditat 
scandalos in opjiuni §i judecaji”, Cornel Moraru e „un spartan al expresivitajii critice, cultivand 
judecata gravata in pregnanjele conciziei”, in timp ce Dan C. Mihailescu e un fel de „om- 
orchestra”, care „a transformat critica in show, facand din ea o arta de verva stricta”. Acclasi 
Dan C. Mihailescu intreprinde, pur §i simplu, o „revolu|ie de stil” in cronica literara, chiar daca 
e un „pozitivist refulaf’ cu o condipe de freelancer care de nimeni nu depanda” si caruia ii 
place sa joace „rolul rcacponarului de cabinet”, cu o limpede fermitate in opinii, ce „nu duce la 
dogmatism, ci la un strict avantaj de stil”. 

Referindu-se la congeneri, AL Cistelecan inregistreaza cu fin etc punctele de interes ori 
de forja ale metodei critice asumate de ace§tia, dar §i excelenja cutarui text, fara sa treaca sub 
tacere unele tare de pcrccptic sau discurs. O analiza atenta a paginilor pamfletare ale lui Mircea 
Mihaics releva predispozijia acestuia spre vorba tare ca reflectare a unei realitap paupere si, 
paradoxal, in continua cbulitic: „Mihaies nu pare de la sine inclinat spre acest limbaj crudel. 
Doar ca el crede ca analizele realitatii trebuie sa se conformeze realitatii: cum e realitatea, asa 
trebuie sa lie §i studiile despre ea. Daca realitatea e mitocana, comentariile nu pot fi rafinate 
(...). Fara indoiala ca si aceasta «obligatie» trebuie luata in sens optional. Nu e un imperativ al 
reflectarii, decat daca pui ca lege a reflectarii identilicarea cu obiectul. Daca realitatea 
romaneasca e una de la usa cortului, nu decurge, pentru analiza ei, ca si aceasta trebuie sa fie 
una la fel. Criteriul §ocului literar nu functioneaza altfel decat cel al socurilor electrice. §i el 
trebuie folosit doar in cazuri de extremitate”. La AL Th. Ionescu criticul vede „o scriitura alerta, 
nesofisticata, cu o incrvatic conceptual!! riguroasa ce se scalda, insa, in oralitap §i intimitap cu 
cititorul”, in timp ce Virgil Podoaba e perceput prin grila unei „interpretari de grape”, iar 
Gheorghe Perian e „in pofida peregrinarilor §i a unei oarecari discrcpi a prezenjei, o instanja de 
rigoare”. 

Imaginea suav-alegorica a criticului empatetizant, livresc, ironic trebuie sa-§i anexeze, 
insa, §i conotapile gravitapi §i ale „datorinJei” in spirit curat transilvan: „Altfel, AL Cistelecan 
pare un spadasin bolnav de stenahorie, disertand in limbaj caragialian despre «hamurile 
datorinJei», despre statutul moral al criticii, cu o savoare pe care o putem suspecta de batjocura 
sub tire” (Radu G. Teposu). Nu cu totul intamplator, Al. Cistelecan a debutat cu Poezie §i livresc 
(1987). In spapul unui astfel de lirism, impregnat de aromele carpi si de intarsiile calofiliei, 
spiritul contemplativ al criticului se regase§te cu delicii secrete, ori cu nostalgii ce poseda nu 
doar stringenta frustrarii, ci si nedeterminarea reveriei. Chemand la cxistcnta propriile perceptii 
din eflorescenja livrescului, criticul are disponibilitatea - destul de rara - de a lumina cu egala 
indreptapre intregul operei, cu relieful sau sinuos, dar §i eclatanja detaliului, intr-un demers de 
o fineje temperata doar de instinctul sau parodic §i ironic: „In cele din urma, poetul, izgonit din 
registrul grapei sau fugind el insu§i de obsesii, s-a zavorat in chiar locul de care a incercat mereu 
sa scape: pavilionul spaimei §i terorii existenjiale. Ma§tile spaimei s-au prabu§it ori s-au resorbit 
in propria piele, fuga lui s-a prefacut in ocoluri tot mai stranse, iar gheara care-1 pandemic 
sclipe§te, rece ca ojelul, tot mai aproape. Toate invclisurilc protectoare s-au dezghiocat §i in 
miezul poemelor mai zvacne§te doar samburele metafizic al fricii - pe cat de metafizica in 
substanta, pe atat de lizica si fiziologica in transcriptia lirica”. Interpretarile lui AL Cistelecan 
sunt, s-ar putea spune, de o exactitate extatica; adevarul lor e rodul unei intuipi ferine a 
intimitapi textului, fervoarea iluminanta ce le anima nefiind decat un conspect (ca sa folosim 
un cuvant drag criticului) al rigorii exersate cu masura (§i) in registru parodic. Pe de alta parte, 
AL Cistelecan distinge, in cartea sa, doua categorii de livre§ti, dupa modul in care ace§tia se 
raporteaza la propriile resurse expresive ori, pur si simplu, la imaginar: „rentierii convenjiei” 
(ce cultiva opulcnpi, spiritul excesiv si exercijiul abundent al imaginarului) si „prizonierii 
convcnpci” (avand inclinare mai degraba spre delicateje §i suavizare a expresiei, spre dcccppa 
existenpala si spre o anume prepozitate, refulata sau nu). Dincolo insa de asertiuni ori modele 
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de interpretare ne urmare§te la tot pasul, in aceasta carte, bucuria scriiturii, fascinapa lecturii, 
voluptatea adecvarii fericite la o viziune ori la o expresie poetica, la tectonica unei opere, toate 
acestea orientate de un si ml ferm al valorii si de o ardenfa suava a intalnirii cu opera. 

Celalalt Pillat (2000) ne pune in fafa unui alt Cistelecan, adeptul unui model critic de 
asta data mai retractil, cu obscrvapi de acuitate temperate de simful adecvarii §i cu o bibliogralic 
asimilata in amanunt, cu tact, fara ostentafie. De altminteri, criticul rccunoastc ca „lectura care 
urmeaza nu-i, in nici un caz, una atat de temerara. In locul eroismelor actualizante §i care 
rascroiesc un scriitor, ea a preferat o modesta adecvare”. Adecvarea, oricat de „umila” ar parea, 
nu e nici „modesta”, nici totala; aceasta pentru ca Al. Cistelecan reu§e§te sa-1 vada pe Ion Pillat 
prin dioptriile bachelardiene ale „poeticii imaginarului” intr-o pcrceptic „naturala”, nuda, fara 
intransigence ale metodei, dar §i fara a-§i oculta propria viziune. Percepem aici imaginea unui 
poet htonic ce are nostalgia apei, un poet sfasiat intre rugozitatea si fixitatea teluricului si reveria 
multiforma, somnolenta a acvaticului. Sunt descrise, totodata, concepte poetice §i doctrine ale 
imaginarului ilustrate de etapele parcurse de lirica pillatiana, dupa cum regasim aici si 
interpretari subtile ce descopera drama ascunsa ce opune doctrina imaginii. Afland 
paradoxurile/ aporiile poeziei pillatiene, Cistelecan pune in logica demonstrafiei sale spirit de 
finefe, atenfie la infinitezimal, dar §i rigoare in descifrarea structurilor operei. Dinamismul 
viziunii critice se alimenteaza astfel din eclatanfa intuifiei, dar §i din mobilitatea interpreted, 
niciodata captiva a unei singure viziuni sau unei optici restrictive, dimpotriva, disponibila la 
orice mi§care, secreta ori aparenta a operei: „Paradoxul productiv, paradoxul eficient al poeziei 
pillatiene consta in folosirea «perspectivei mirifice» intr-o solufie nostalgica a viziunii. O 
perspective imaginanta care are voluptatea §i vocatia expansiva a «descoperirii» lumii joaca la 
el un proiect regresiv. Toate liniile acestei poezii sunt implicate in patologia mirajului originar. 
Era de la sine dat ca, mai degraba sau mai tarziu, aceasta nostalgie va lovi §i forma. Pe tot 
drumul imaginarul pillatian s-a straduit sa-§i exorcizeze condifia substantiala §i sa-§i plaseze 
entuziasmul in conditia formala. Formalizarea a reprezentat insa limita de hybris a fantasmei 
acvatice. Nu mai ramanea decat rascumpararea acestui cscc printr-o actiunc inversa: absorbirea 
formei de catre imaginar. Caci daca e cineva, care nu §tie sa piarda, atunci acela e imaginarul”. 
Ecuafia propusa de critic drept paradigma a antinomiilor ce alimenteaza lirismul pillatian e, 
simplu vorbind, aceea a contrastului forma-imaginar, prezent in nenumarate ipostaze in aceasta 
poezie ce se cauta pe sine mereu, in incercarea, mereu refonnulata, de a adecva modelul si 
imaginea, canonul estetic si viziunea. „Celalalt” Cistelecan, care se exerseaza in aceste pagini 
e, fara dubiu, un spirit metodic si aplicat, cu intuifii conceptualizate impecabil, ce capata forma 
unor ascrtiuni precise, dar nedogmatice §i fluiditatea unor ipoteze, deloc aservite modelului ce 
le-a provocat. 

Cu Top ten (2000), AL Cistelecan se intoarce la uneltele si formele critice care 1-au 
consacrat. Recenziile sale „rapide” i§i merita din plin numele; ele au nerv, culoare, subtilitate, 
masura §i concizie, o vibrafie perceptiva apta sa surprinda intimitatea operei, dar au §i relevanfa 
§i incisivitate a scriiturii. Recunoscandu-§i un anume „bovarism” al sintezei, criticul nu e mai 
pufin con§tient de limitele autoimpuse ale cxcrcitiului sau de virtuozitate, limite asumate nu 
fara o umbra de orgoliu retractat in astufie ironica („Fircstc, orice culegere de recenzioare e 
animata de bovarismul sintezei. Ori macar de cel al scctiunii elocvente. Visul de glorie al 
recenziei e unui metonimic. Foiletonul, pe cat de modest pe fa(a, pe atat de vanitos in ascuns, 
vrea sa treaca de sinteza seminala. El nu se consoleaza cu regimul umil de placufa a unui 
mozaic. Recenzioara se inchipuie protagonista a tratatului. De indata ce se aduna mai multe la 
un loc, li se si nazarcstc c-au facut saltul extatic de la (Isa la capitol”). 

Exacte si subtile, uneori pana la ocultarea sensului „profan” al termenilor, „recenziile 
rapide” au aerul unor fi§e clinice cu diagnosticul no tat apasat, inconjurat totu§i de un halou 
ironic ori de o aura a parodiei bine temperate. Suculent §i paradoxal, iubitor de antiteze si de 
imagini bulversante, teatralizant cu masura, limbajul critic capata adesea pecetea mai mult sau 
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mai pul,in acuta a sarcasmului eterat, a verbului acid, sfacial intre vertijul realului si frisonul 
cuvantului ce-1 desemneaza. Un pasaj de inceput din Poetul de-a dreapta tatalui da masura 
intreaga a acestui limbaj de o plasticitate neindoielnica, ce-si ingaduie, cu acccasi indreptajire, 
volutele metaforei §i savoarea cuvantului frust, de ecou regional: „Subita cre§tinare a poeziei 
romane dupa ’89, cand tot natul liric a inceput sa-§i agite mataniile si sa tremure in fiorii 
convertirii, amen inta sa ne inece in paraie de aghiasma §i sa ne sufoce in consistent nori de 
tamaie. Lalaielii psaltice §i pricesnelor inganate din strana poetica nu-i face faja decat asaltul 
misticoidal al unei reconditionatc ideologii ce armonizeaza inefabil smima si ciomagul ori 
cadelnita §i cosorul”. AL Cistelecan e un critic atent, in egal ritm, la text si, prin „referinja 
negativa”, la context, vorbindu-ne, mai mult „in limba spartanilor”, despre unicitatea §i 
intimitatea operei, despre prezentul etem in care ea se situeaza, despre „dialectica interioara” 
ce masoara dimensiunile sale de profunzime. Criticul imparte verdicte cu grade nereprimata §i 
transanta apodictica, expunandu-§i, dincolo de masca austera a clinicianului, propensiunea, u§or 
bovarica, spre reverie §i contemplate. 

AL Cistelecan este unul dintre cxcgcpi cei mai subtili ai genului memorialistic, care a 
cunoscut, la noi, dupa 1989, o dezvoltare exploziva. Cenzurat in comunism, intr-o epoca in care 
un singur eu avea libertate de exprimare (o libertate excesiva, megalomana), genul 
autobiografic s-a bucurat, imediat dupa rcvolupc, de o audienja remarcabila. in Aide-memoire 
(cu subtitlul Aspecte ale memorialisticii romane§ti, 2007), AL Cistelecan observa si nuanjcaza 
o astfel de evolujie: „Caderea comunismului a fost urmata, in plan literar (dar si extraliterar, 
fire§te; §i extraliterar nu doar ca dimensiune documentary, ci si morala; iar de nu morala in 
primul rand, oricum, nu in ultimul), de o explozie depozijionala. Primii ani de post-comunism 
au apartinut aproape exclusiv marturiei de memorie. De nu ca producjie editorials, macar ca 
atenjie §i concentrare a receptarii. Literatura de licjiunc n-a trecut - cel pu(in in primii cinci ani 
- doar printr-o deruta de adaptare, ci si printr-o acuta criza de receptare; de fapt, ca s-o spunem 
pe-a dreapta, ea nu mai interesa atunci pe nimeni”. Criticul constata, insa, dupa acel avant 
inifial, si perioada de recul pe care o traie§te astazi memorialistic a, concomitent cu o reabilitare 
a ficjionalului. Prima secjiune a carjii lui AL Cistelecan radiografiaza un tip memorialistic 
aparte, acela ilustrat de politicieni; e vorba, mai precis, de politicienii izgoniji din edenul puterii, 
care i§i travestesc frustrarile, defularile si resentimentele in litera tiparita a unor opuri in care 
autobiograficul si dcpozijia fac corp comun. Revelajiile caderii (de la putere) sunt surprinse cu 
precizie: „Caderea de la putere e un eveniment mai dramatic decat o simpla cadere din rai. §i 
in plus e §i un caz mai exceptional. Toata lumea a fost alungata din rai, asa incat aceasta 
prabusirc s-a banalizat. Dar numai ca(iva cad de la putere. Efectele trebuie sa fie melodramatic 
de traumatice. Poate a§a se explica, printr-o brusca imbatranire §i printr-o irepresibila nevoie 
de scris lecuitor, efervescen(a memorialelor puterii, frenezia amintirii de care a fost cuprinsa 
intreaga echipa a guvernarii Constantinescu (las’ ca nici cele dinainte nu stau rau), de la 
pre§edinte la §eful vamilor. De nu §i mai departe”). Ironia cu iz caragialian („Se-n(elege ca o 
cxpcricnta de ministru face pentru ca sa fie scrisa”) se regase§te alaturi de timbrul mimat 
didacticist („Memorialele politice regasesc, toate, o structura tragica. O structura luata, adica, 
literalmente din chiar tragediile antice: un Erou providential se prabu§e§te pe nedrept. 
Sentimentul providentialitatii e, la omul politic roman, axiomatic. Precum se §tie, asta e ceva 
ce nu pretinde demonstrate. Numai ca la eroul politic roman e mai grav decat la eroul tragic 
grec: aici nici macar nu e caz de hybris, ca sa i se poata, totu§i, pune in carca oarece”). In 
legatura cu Timpul daramarii, timpul zidirii, masivele card de memorialistica §i nu numai 
(alocutiuni, interventii, diverse, note, conspecte, studii) ale lui Emil Costantinescu, criticul 
atrage atentia atat asupra interesului sociologic §i documentar pe care lucrarea ll poate suscita, 
dar si asupra resorturilor psihologice care genereaza un anumit tip de scriitura, o anume reactie 
sau dozaj afectiv. Providentialitatea fostului prcsedintc, acum autor de memorii - temperata 
oarecum de modestie §i simt al proportiilor e sanctionata de critic („Dar cand modestia - sau, 
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altSdatS, cand e mai coloratS, umilinta - e grefatS pe sentimentul propriei providenpalitSp, e 
greu sS nu dea indatS in reversul ei - megalomania”. 

Depozipile la care se oprepe Al. Cistelecan in cea de a doua secpune a cSrpi sale aparpn 
unor personalitap ale spiritualitapi romanepi, greu incercate de o istorie alienantS. E vorba de 
Credinfa noastra este via fa noastra, cartea de memorii a cardinalului Iuliu Hossu (care, 
precizeazS criticul, „ar fi trebuit sa constituie un memento pentru conpiinja morals a napunii, 
nu doar un best-seller al memorialisticii noastre”), Gratii lumin&nd, a pSrintelui Matei BoilS 
(„suitS de momente de plenitudine spirituals, de inaltare”; „breviar de iluminSri”, ’’cSrpilie 
dedicatS aproape exclusive clipelor de har”), cartilc cu caracter net depoziponal semnate de 
Alexandru Maier, Simion Pop, Barupi T. Arghezi. E consemnatS p reconstituirea de cStre 
Doina Jela a cxistcntci dramatice a Ecaterinei BSIScioiu, mama MonicSi Lovinescu (titlul e 
sugestiv: Aceasta dragoste care ne leaga, ca p subtitlul - Reconstituirea unui asasinat), in care 
AL Cistelecan reveleazS un „roman al reconstituirii”, accentuand asupra faptului ca miza carpi 
e reprezentatS de aura depoziponalS pe care o capStS cuvintele p enunprrile prin care sunt 
reconstituite „semnele cicatrizante” ale memoriei. O altS carte-document e Constrangerea 
memoriei de William Totok, unde scriitorul german reconstituie, in cnunpiri sobre, comprimate, 
neutrale, viata petrecutS in Romania, cu tracasSrile, perchezipile, supravegherile din partea 
securitSpi. Toate culminand cu incarcerarea lui Totok in 1975-1976. Eficienta documentara, 
stilul rezumativ, scriitura asceticS procurS carpi relevanja sa documentara de exceppe. Stilul 
ironic, tonul casant al criticului AL Cistelecan imprumutS accente patetice in comentariul 
intitulat O via (a de om, a§a cum a fast: cardinalul Alexandru Todea, in care autorul ne vorbepe 
despre „o biografie de mucenic in sensul imediat si tare, curat al tennenului. Asa cum a spus-o 
el insup, de mai multe ori, referindu-se la martiriul Bisericii Romane Unite, suferinja trebuie 
consideratS cea mai inaltS demnaitate de care ne putem invrednici. Ea e o probS cristicS, o 
cununa, un patrimoniu (...). Dar daca sufcrinta si durerea au marcat via(a lui Alexandru Todea, 
ele sunt sufcrinta si durerea unei lumanari aprinse. O sufcrinta transformata in lumina”. O alta 
categorie de scrieri radiografiate de Al. Cistelecan sunt Marturiile. Sunt comentate aici, intre 
altele, Amintirile lui Alexandru Lapedatu, scrise, subliniaza criticul, cu o „structurala, nu doar 
premeditata, obiectivitate” sau Oameni intre oameni, de Onisifor Ghibu, in care e idcntilicat 
„temperamentul capricios”, franchctca §i orgoliul, trasaturi care sintetizeaza o „biografie 
exemplara de luptStor”. 

Memoria artista comenteazS memorialistica unor scriitori si arti§ti, in care caracterul 
depoziponal e mereu temperat de o sensibilitate fictionalizatS, de efluviile fantazSrii, de 
impulsul transfigurSrii unor biografii cvasimitice sau similieroice. In Cafeneaua literara, de 
pildS, Emil Manu se aventureazS „cel mult in perceppa frivols a creativitSpi de cafenea §i nu in 
«fenomenologia» acesteia”. Cele mai consistente notapi critice, nu doar sub raport cantitativ, 
sunt consacrate lui Mircea Zaciu. Criticul devine, aici, el insup memorialist, cemeala sa se 
diafanizeazS, ironia capStS reflexe melancolice, extrSgand, din meandrele memoriei figura 
solemnS, ritualicS a Profesorului („FScea parte din mitologia Clujului - o mitologie pe care 
poate doar noi, liceenii din umbra UniversitSpi, p studenpi o percepeam. O mitologie de care 
doar noi aveam nevoie p pe care noi inpne o construiam (...). Oricum, il reperam repede in 
aglomerapa din jurul librSriei UniversitSpi. Ne dSdeam coate discrete sau mai dure, «uite-l», p 
dacS venea intamplStor inspre noi ne feream ca de ceva nefiresc, lipindu-ne de ziduri. Faptul cS 
trecea impasibil pe langS nipe caraghiop ce se holbau stupid era o dramS (...). PSrul sSu alb, 
coliliu, un dar prematur al destinului, era pentru noi mai degrabS o aurS (...). Incetul cu incetul 
exigenjele noastre s-au mai mlSdiat p ne-am impScat atat cu prezenja Omului, cat p cu a 
Profesorului”. Evident, aceste „impresii de licean” sunt intregite p de investigapa atentS, 
riguroasS, cu detents analiticS fermS a Teritoriilor sau a textului Jurnalului. Al. Cistelecan 
surprinde cu acuitate, referindu-se la cSrple de criticS literarS ale lui Mircea Zaciu, nervul 
dramatic al criticului, procedeul insolitSrii „imaginii banalizate”, sensibilitatea liricS ori 
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vituperanta tacitiana. Jumalul exceleaza, o spune ferm Al. Cistelecan, in paginile din Aide- 
memoire pe care i le dedica, prin „competenJa documentary aproape atroce”, prin „scriitura 
alerta”, care devine uneori „voluptuos-artista”, prin preocuparea prioritara pentru dominanta 
dcpoziponala, §i nu pentru compozijie, stil, frazare calofila. Demne de interes sunt §i 
comentariile la Cap p pajura de Livius Ciocarlie (cu sublinierea, pe drept, a „proiec|iei 
gravitajii in autoironie” si a ritualului autoumilirii, la care se deda memorialistul), la Copacul 
din campie de Gelu Ionescu (o „lecjie de atitudine”), la Declarape de iubire de Gabriel Liiceanu 
(„exegeze ale sentimentului si ale omului”), la U§a interzisa, a aceluiasi (un „raport asupra 
scrisului ca medicament spiritual”) sau la Atena, Atena, de Alexandria Vlad („jurnalul febril al 
unei intrari in miraj”). Ultimul ardelean consacra pagini dense figurii unuia dintre prozatorii 
cei mai important ai gcneratjei optzeci: Gheorghe Craciun. Trupul pie mai mult. Fals jurnal la 
Pupa Russa (1993-2000) este o carte caracterizata de „intensitatea autenticitatii si autenticitatea 
dramatismului”, iar „autodenunJul” liminar, scris cu cemeala acida a depresivitajii nu e deloc o 
strategic expresiva, ci o strategic a „vanificarii”, o scriitura a crizei §i a blocajului gnoseologic 
§i chiar ontologic. Rctin atenjia, din aceasta secvenja a cartii lui AL Cistelecan, cateva 
obscrvajii, pe cat de juste, pe atat de tran§ante, despre jurnalele scriitorilor, acuzate de fals si uz 
de fals in acreditarea si administrarea propriei imagini a diaristului: „Scriitorul e, de regula si 
fatal, scriitor de literatura si cu greu se poate abtinc sa faca literatura din indiferent ce materie 
folosita la scris: jumale mai false decat cele ale scriitorilor - cu toata «autenticitatea» lor - cu 
greu se pot inventa. Caci ele devin numaidecat jurnale de ego, jumale de protagonist care se 
scoate la liman §i in evident, a - de nu de-a dreptul in vedeta - indiferent de pref Iar prejul sunt, 
de regula, ceilalji, transformaji inevitabil, dar sistematic §i devotat, intr-un fel de crescatorie 
grotesca §i gregara, faja de care eroul se distanjeaza oricate rele ar zice despre sine (§i despre 
care se presupune ca le-ar §i crede, dar niciodata de tot); §i ca sa se vada limpede ca nu le crede, 
le exagereaza pana devin de neacceptat pentru mila §i injelegerea cititomlui: cand un scriitor 
devine scriitor de jurnal §i se vorbe§te de rau el nu face decat profesiune de eroism introspectiv”. 
Cartea lui AL Cistelecan se incheie cu o consemnare lucid-ironica a „celui mai de succes 
epistolar amoros din literatura noastra”. Aici, in Marea idila. Cu Tropo(el p Momolel, criticul 
descifreaza sensurile inflamatici erotice, ale limbajului corporal §i ale convcnpilor discursului 
amoros, precizand ca aceasta umanizare bmsca a lui Eminescu „dusa aproape de riscul 
ridiculizarii, poate fi o trauma culturala pentm mitograli, dar si o sansa pentm iubitorii de rand 
(daca exista a§a ceva)”. Aide-memoire, cu scriitura ei disponibila si transanta, transparenta §i 
densa totdeodata, lipsita de crispari si grayitali conventionale, e o radiografie credibila a unei 
parti importante a memorialisticii romane§ti apamte dupa 1989. 

Textele critice ale lui Al. Cistelecan sunt, cum s-a mai observat, adevarate spectacole 
ale gustului si ale ideii, cu rafinata punere in scena a judecajilor, cu analize pregnante si ferme, 
cu demonstratic Tina si desen calofd al enunjului. Exigenja §i devotjunca, pigmentate, desigur, 
de accentul ludico-ironic, fac parte dintr-un scenariu critic urmat cu perseverenja de-a lungul 
timpului, de la primele texte publicate si pana acum. 
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THE GEOGRAPHY OF TRADITION. A CASE STUDY: "THE ROMANIAN 

ETHNOGRAPHIC ATLAS" 


loan Danila 

Prof., PhD., "Vasile Alecsandri” University of Bacau 


Abstract: The paper relies on the inventory of the localities from Bacau county included in the third 
volume of the Atlas ”, regarded as a true scientific event in promoting folk art and food related 
traditions. Bacau seems privileged, owning 19 localities (Agay Bere§ti-Bistrifa, Bereyti-Tazlau, 
Berzunf, Cleja, Corbasca, Cofofanegti, Ddnndneyti, Gldvdnepi, Ludaf, Mdndstirea-Cafn, Mdrdyti, 
Oituz, Onceyti, Plopana, Racaciuni, Rdchitiy Rachitoasa, Rofori), selectedfrom different geographical 
points that cover the entire socio-economic structure of the region. Eating habits, food supplies and 
cooking devices are registered as dating from the latter half of the 20' h century. The results of the 
ethnological investigation should be expanded and correlated both at the syntagmatic and paradigmatic 
level. 


Keywords: folk technique, Bacau county, food traditions, syntagmatic and paradigmatic extension 


“Atlasul clnograllc roman” (AER) / “The Romanian Ethnographic Atlas” (REA) is, 
along with linguistic atlases, a fundamental tool for research on national spirituality. Like any 
auxiliary used in the extensive process of investigating Romanian specificity, it has come a long 
way. In 1963, Romulus Vuia proposed “the development of an archive of documents of oral 
history”but the initiative had been older, since the 19 th -century manifestation of “a natural 
reaction to the standardization of local languages and traditions, visible in the Western 
European countries’’ 2 ). In a session held on the 5 th of October 1965 by the Academy of the S.R.R 
(the Socialist Republic of Romania), through the Institute of Ethnography and Folklore and the 
State Committee for Culture and Art, there were discussed the main theoretical and 
methodological issues related to elaborating the AER. In 1967, the Atlas was introduced in the 
research plan of the Institute, and two years later the profile publications 3 ) hosted the 
presentation of the laboratory for the preparation of a process of an amazing scale. Originally, 
there were several questionnaires (one about “Food”), with 1,200 questions and 3,000 sub¬ 
questions, and by 1976 all the material had been limited to 8 volumes. In parallel to this, the 
AER Bulletin was published, with 9 numbers between 1977 and 1982. There were taken into 
account the particularities of the thematic manifestation among national minorities, being 
surveyed 60 villages inhabited by “Bulgarians, Czechs, Croatians, Germans, Hungarians, 
Szekelys, Russians (Lipovans), Serbs, Slovaks, Tatars, Turks and Ukrainians” 4 ), in order to 
elaborate an Atlas of Ethnic Minorities in Romania (AEMR). The ethnic structuring of Romania 
complied with the census data from March 15, 1966. 

Between 1972 and 1982, there were conducted field investigations. The result was a 
documentary material of exceptional importance, which began to be published in the early years 
of the new millennium. In the AER, designed to include five volumes, to which several 
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generations of researchers contributed, there was recorded the “spreading of Romanian words 
in all provinces inhabited by Romanians” 5) , “because, as it is known, from Nietzsche onwards, 
the grammar of language expresses the grammar of spirit. This has been proven, for Romanian 
language, by the writings of Mircea Vulcanescu and Constantin Noica” 6 ’. In the same years, the 
Ia§i Centre for Linguistics, Literary History and Folklore of the Academy of the S.R.R. 
included, in the research development plan, the elaboration of The Folklore Archive of Moldova 
and Bukovina, for which a proper Questionnaire was developed 7 ’. The opening “Methodical 
Letter” comprises technical specifications such as: “The transcription of the informers’ 
responses will be as faithful as possible to the informers’ normal way of speaking. For example: 
cintic di jail, discintic di mus/caturidi §arpi etc. instead of cintec de/ale" etc. 8 ’The answers had 
to be submitted, by the appointed teacher, by March 20, 1971. In 1978, the same Centre, now 
called The Center for Linguistics, Literary History and Folkore of the Ia§i Branch of the 
Romanian Academy, edited a Chestionar toponimic entopic general, cu un glosar de entopice 
onomasiologic / General toponymic questionnaire, with an onomasiological glossary of 
regionalisms. 

The Coordination Committee of the Atlas (N. Nistor, Georgeta Stoica, Romulus 
Vulcanescu, Tancred Banatcanu, Gheorghe Focsa, Cornel Irimie, Corneliu Broche, Paul 
Drogeanu, Nicolae Dunare, Ion Ghinoiu, Radu Maier, Paul Petrescu, Paul Simionescu, Ion 
Vladujiu and Boris Zderciuc) comprises only one “provincial” person - Cornel Irimie, Director 
of the “Bruckenthal” Museum from Sibiu - as the task was entrusted to the Institute of 
Ethnology and Dialectology in Bucharest. Between 1972 and 1975, there “were printed 22 
thematic questionnaires, which were successively resized and, as such, experimented and 
applied during field surveys” 9) . (The Chapter u Food of the rural population ” was elaborated 
between 1969-1972, by M. Sadoveanu 10 .) There were expectations, in 1969, that “the AER 
would be issued during the years 1974-1977, on condition that the material-technical basis for 
this synthesis work would be ensured” n) . 

Zoning of the territory imposed the “defining or outlining of the concept of ethnographic 
area 12 ’, a particularly complex operation and the sampling followed the experience resulted 
from consultation of a large number of similar works published in the country and the world, 
including the USA 13) . The mapping relied on the model of linguistic geography, being cited its 
founder, Jules Gillieron 14 ’, but also on the Sociological Atlas of Romania, elaborated in 1940. 
The selection of the localities investigated relied on the experience of linguistic atlases. There 
was preferred the same inventory as in the geographic, archaeological, anthropological and, of 
course, linguistic atlases. In general, there were selected localities with an average number of 
inhabitants, but also with a significant past: “Choosing ancient settlements for AER is especially 
valuable as sedimentation of the elements of material and spiritual culture has been constant 
over time” 15 ’. The working team consulted the major ethnographic atlases issued in the world, 
observing that the “Swedish, the Austrian and the Swiss atlases were concerned with the 
specific of national food to a relatively wide extent” 16 ’. Regarding the content of the network- 
survey for the AER, the 2003 coordinator (and the following ones) of the Atlas will review it 17 ’, 
like his colleague Radu O. Maier who, inter alia, raised the issue of exploiting materials existing 
in “different memorial-museum houses” 18 ’. 

It is necessary to make one specification: given the historical context in which the 
drafting of the Atlas took place (1965 and the following decade), when the pressure of the 
ideological factor was visible, researchers from the Institute of Ethnography and Folklore had 
the courage to admit the force of model of research teams from Western countries: Sweden, 
Switzerland, the Federal Republic of Germany, Austria, Portugal, Netherlands, Greece, 
Finland 19 ’, connected with the Soviet bloc countries: Poland, the Russian SFSR, Hungary, 
Czechoslovakia, Yugoslavia etc. At that time, there was drafted the Ethnographic Atlas of 
Europe, for which meetings had taken place in Zagreb (1966), Bonn (1968) and Helsin ki 
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(1970). It goes without saying that the “themes from the Ethnographic Atlas of Romania 
included all the themes from the Ethnographic Atlas of Europe” 2 ®'. 

The work has a downside: “white spots”, which claim a right to representation for one 
reason or another, missed the entrance into the Atlas, and “future generations of ethnographers 
will not be able to fill these gaps with regard to our folk traditional culture” 21) . This does not 
mean that the application of the questionnaires will be stopped, even if the results will relate 
only to the dynamics of the scientific discipline at the national level. Perhaps the most 
comprehensive presentation of the requirements, risks and responsibilities of elaborating the 
Atlas was made by Ion Vladutju. Regarding the conditions that a locality would have to meet 
in order to be selected, he pinpoints three of them: completeness (“to contain, on its territory, 
most and, if possible, all of the selective aspects of traditional folk culture that are the object of 
the Atlas’” 22 ' 1 ), continuity (“the locality should be old and rich in tradition” 23) ) and truthfulness 
(“the selected locality should possess, even today, as much as possible, traditional complexes 
of culture - both material and spiritual - in order not to be forced to resort to reconstruction in 
all cases” 24) ). 

The items described so far have constituted a focus of the team members of the Project 
Digitization of cultural food heritage. The region of Bacau - eCULTFOOD (PN-III P2-2.1- 
BG-2016-0390), assumed by the “Vasile Alecsandri” University of Bacau, in partnership with 
the “Alexandra loan Cuza” University of Iasi and the Cultural Association “Art - Traditions - 
Heritage without Borders” from Bacau. The objectives are mainly cultural (collective mind 
inventory on habits, customs, prejudices, daily rhythms etc., as marks of national identity), also 
including the economic component (identification of healthy and sustainable food resources). 
It was taken into account the reality that the food act achieved, “in time, the connotations of a 
cultural act with relevant meanings for knowledge and understanding of human life” 25 -*. Under 
these circumstances, “it may express different facets of the cultural identity and alterity of a 
group, helping to shape a nuanced image of it” 26) . 

The starting point was the third volume of the Romanian Ethnographic Atlas (2008), 
subtitled Traditional Techniques. Foods, which comprises the concentrated ethnographic 
information collected between 1972 and 1983. There are marked three distinct periods of 
manifestations of such phenomena: 1900, 1900-1983, respectively 1983. Our focus was the 
final part of the Atlas on “Food” (pp. 172-287), “regarded as a sign of ethnic or regional status, 
age or gender of the person, but especially of the socioeconomic condition, customizing 
cultures, countries, areas, individuals” 27 ^ Diachronically, constant adaptation to often austere 
living conditions led the locals to make progress in the great adventure of existence at the 
mouths of the old river, so “between cracking wheat grains with one’s teeth and grinding at the 
mill, the Carpathian-Danubian people underwent an impressive technological and spiritual 
process” 28) . 

Bacau county has 19 localities (Aga§, Bere§ti-Bistri(a, Bercsti-Tazlau, Berzuntj, Cleja, 
Corbasaca, Co(ofane§ti 29> DarmanesU, Glavancsti, Luda§i, Manastirca-Casin, Marasti, Oituz, 
Onccsti, Plopana, Racaciuni, Rachitis, Rachitoasa, Ro§iori), located in (sub)hilly and 
mountainous areas, with varying economic potential and combined religious composition 
(Orthodox and Roman Catholic). The technical data of the county are, for the year 1966: area 
of 6630 km 2 ; 608.319 inhabitants; 65.8% rural population; 91.8 inh./km 2 density; 80 
communes; 491 villages; 16 - the representation norm of the communes in AER (1/5); 98 - the 
number of AER villages, the representation norm (l/5) 30 l Located in the top quarter of the 
counties by area and number of communes, in the top seven by number of inhabitants and in 
the top two quarters by share of rural population and population density, the Bacau county ranks 
fourth by number of villages (after Alba, Arge§ and Valcea), which earned it one of the highest 
shares of representation in the AER 31) . An area of the county provides an illustration for the 
balance changes between urban and rural areas, with regard, inter alia, to “the moving of the 
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active forces of the population towards areas of industrial and constructive focus” (the Iron 
Gates, the Steel and Mining Company of Galaji, the offshore petrochemical platforms Trotu§ 
and Arge§ etc.” 32 ’. 

Reconstructing the route of ethnographers, we began our thematic surveys and noted our initial 
observations, which will coagulate with our subsequent findings to form a general picture of 
the cultural food heritage, for example Shrovetide - November 14 - and the first day of fasting, 
November 15, 2016 at Glavancsti, Muncelu and Frumusclu. A real dispute arose, at Balcani, 
on the etymology of a word in the culinary domain: stew (Rom. tocana), “whose Latin 
etymology - as Ofelia Vaduva argues - had been clearly established - DLR, tome XI” 33 ’.) The 
certification in Lesicon romanesc - latinesc - unguresc - nemfesc.../Lexicon valachico - latino 
- hungarico - germanicum..., Buda, 1825, reveals it as being of Hungarian origin, tdkany) M \ 
Its meanings belong to the culinary field (meanings 1-8) and domestic industry: “dough made 
of flaxseed and bran, which are used to coat the hemp warp threads to avoid teasing during 
weaving” (reg.) 33) . Another category of speakers considered that the meaning was quite the 
opposite: it entered the Hungarian language from Romanian. In this case, we say that the word 
may be derived from the verb ‘to chop’ (Rom. a toca, from the Latin *toccare), plus the suffix 
-an(a) 36) . 

The Romanian Ethnographic Atlas is a necessary support for further research in the field. The 
maps (that we have processed to extract data on Bacau county, organized under a new heading) 
record the “components of the food of peasants: raw materials, their processing (thermal or 
mechanical) and finished goods (dishes)” 37 ’. The themes and sub-themes are: 

EVERYDAY FOOD 


A.I. Cereals used as foods 

A.I.l. Wheat. Wheat dishes 
A.I. 1. Bread. Composition, ferments 
A.1.2. Pasta 

A.1.3. Wheat flour pies. Fillings 
A.1.4. Wheat flour sweets 
A.1.2. Com and other cereals dishes 
A.II. EDIBLE PLANTS 

Edible plants collected from the wild 
A.III. VEGETABLES 
A.HI.l. Raw vegetables 
A.III.2. Thermally processed vegetables 

A.III.3. Thermal processing of vegetables with eggs, dairy products and animal fats 
A.IV. FRUITS 

A.IV.l. Fruits collected from the wild, used raw 
A.IV.2. Cultivated fruits, used raw 
A.IV.3. Fruit dishes 
A.V. MEAT 

A.V.l. Domestic animals and poultry 
A.V.2. Meat dishes 

A.V.2.1. Domestic animals 
A.V.2.2. Poultry 

A.V.2.3. Special dishes made of domestic animals meat 
A.V.2.4. Wild birds and animals 
A.V.2.5. Fish, crayfish, clams, snails 
A.V.2.6. Regional names 
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A.V.3. Fats 

A.VI. EGGS 

Eggs as food 

A.VII. MILK 

A.VII.l. Milk as food 
A.VII.2. Dairy products 
A.VII.3. Dairy products as daily food 
A.VII.4. Milk and cereal dishes 
A.VIII. PRESERVES 

A.VIII.l. Preservation and storing of vegetables 
A.VIII.2. Preservation of fruits 
A.VIII.3. Meat preservation 

A. VIII.4. Fish preservation 

B. RITUAL FOOD 38) 

B.l. Festive meals 

B.2. Christmas and Easter doughs 

B.3. Old fasting dishes 

B.4. The Easter pie. Geographical distribution 

B.5. Soft honey breads (Rom. mucenici - literally, martyrs) 

B.6. Birth bread rings 
B.7. Wedding bread rings 

B.7.1. Decoration shapes and decoration procedures 
B.7.2. Ritual and ceremonial destinations 
B.8. Bread rings and dough shapes for funerals 
B.8.1. Shapes 

B.8.2. Decoration procedures 

B.8.3. Ritual and ceremonial destinations 

B. 9. Persons specialized in modelling dough 

C. DRINKS 

C. l. Homemade alcoholic drinks 

C.2. Brandy (Rom. / uica ). Local names 

C.3. Homemade non-alcoholic drinks 

By vertically arranging the 19 localities of Bacau county, repeated for each theme and sub¬ 
theme, there have resulted several findings regarding the zoning of certain dishes or the sporadic 
presence of one of them. For example, only at Cleja (a village with a Csango majority) there is 
prepared “cabbage water with wheat, corn flour” 39) , but this dish is also encountered in other 
areas of the country: Dulce§ti (Neamt), Branistca (Galati), Valea cu Apa (Gorj), Jina (Sibiu), 
Capusul de Campie (Mures), Fantanele-Rus (Salaj), Poiana Stampei (Suceava) etc. Therefore, 
if interpreted at the level of the county, one may deduce that the dish is specific to Roman- 
Catholic communities, when it is, in fact, spread at the national level. 

Similarly, one may interpret the presence only at Oituz (a community with mixed population in 
religious terms: Orthodox and Catholic) of soft honey breads (Rom. mucenic - literally, martyr) 
in the form of a “circle (ring)” 40) . This dish from the family of bread rings may also be found at 
Albac (Alba, the only locality in the entire Transylvania), Lie§ti (Gala(i), Sili§tea (Constan(a), 
Cire§u (Mehcdinti) and throughout the Southern Carpathians and Greater Wallachia. The 
immediate conclusion would be that in Csango settlements (predominant in Bacau), the soft 
honey breads have a circle shape (ring), especially since on the neighbouring page 266, there is 
reproduced the photograph of an oven, with the explanation: “In Moldavia, there are prepared 
baked soft honey breads: Moldova, Bacau county, I.H. Ciubotaru” 41) . (Ion H. Ciubotaru is 
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known as a researcher of Roman-Catholics from Moldavia; he authored three volumes of the 
series The Catholics of Moldavia and their Traditional Culture). 

What the Atlas records as mapping and encoded in a system of symbols was designed in a cycle 
of ethnographical documents consisting of the same collection of the Institute of Bucharest and 
in the AER Bulletin, which complements and supports the main stage of the profile research. 
By identifying other subjects, narrativizing habits sedimented in the collective mind and 
recording everything in video format, the team of the Project Digitization of cultural food 
heritage. Bacau region proposes an augmentation of the same special archive and, implicitly, 
a new perspective on the realities that are caught in a dynamics related to the very human nature. 
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SVATURILE UNUIPARINTE BUNU CATRA FIULUSEU DE ION CODRU 
drAgu$anu. THE TEXT AND THE ORIGINAL 


Mircea Ardeleanu 

Prof., PhD, „Lucian Blaga" University ofSibiu 


Abstract. Svaturile unui parinte bunu catra fiulu seu, „ translatedfrom French by Codru Dragusianulu ”, 
was published in the magazine Familia, 15, 1865. No mention was made on the author's name and the 
source text. This article answers the question concerning the identity of the text translated by Codru 
Drdguyanu. It is Jacques-Corentin Royou's moral epistle A mon fils published in L’Annee litteraire I, 
1785. But a few differences between text and translation indicate that Ion Codru Drdguyanu did not 
dispose of the original, but of a later, slightly modified variant, published by Anne-Frangois-Joachim 
Freville without name of author under the title Avis d’un bon pere a son fils in a compilation of 
pedagogical texts dedicated to the education of the youth, entitled Beaux traits du jeune age. Suivis de 
l'histoire de Jeanne d'Arc et du pantheon des enfans celebres (Paris, Genets, 1813), that knew several 
editions and a broad European circulation during the 19th century. 

Keywords: Ion Codru Drdguyanu, Jacques-Corentin Royou, Anne-Franqois-Joachim Freville , 
Familia, L’Annee litteraire, moral epistle, translation 


Critica literara romana, unanima in a lauda cu bune argumente meritele Peregrinului 
transilvan, publicat in volum in 1865, arata aceea§i unanimitate in a-1 considera pe Ion Codru 
Dragu§anu ca un traducator lipsit de har. O asemenea asimetrie in manuirea litnbii surprinde la 
un scriitor talentat si poliglot care a dovedit o incontestabila si recunoscuta maiestrie si 
modemitate. in lipsa unei edifii complete, eventual critice, a operei dragusanului, tot ceea ce 
excede Peregrinul transilvan formeaza inca si azi o nebuloasa pufin frecventata, daca nu chiar 
ignorata. Ceea ce surprinde este ca unele din textele sale - §i aici intra Svaturile unui parinte 
bunu catra fiulu seu, alaturi de, sa zicem, Banditul fara voie. Narafiune din vie (a unei bande de 
ho}i din Italia - sunt judecate §i clasificate, sub aspect valoric, fara o confruntare cu textele de 
rcfcrinja, acestea Hind de fapt neidentificate pana acum. Nici nu aducern in discupc faptul ca 
orice traducere este dependents de stadiul de evolufie §i de gradul de maturitate al limbii poetice 
- dar §i al limbii generale - a traducatorului, si nici ca orizontul practicilor intertextuale cu 
teoretizarile aferente, inclusiv in domeniul traductologiei, susceptibile impreuna de a justifica 
unele nuantari critice, au explodat literalmente in perioada care a trecut de la publicarea 
ultimelor abordari cu autoritate (Mircea Popa 1 , Georgeta Antonescu 2 , Mircea Anghelescu 3 etc.) 
ale operei lui Ion Codru Dragu§anu, facand din actual izarcajudecati lor pro nun talc in marginea 
operei lui o necesitate inconturnabila. Cazul nefiind singular, intrevedem aici un vast §antier al 


1 Mircea Popa, „Biografie §i crea^ie la Ion Codru-Dragu§anu”. Revista de istorie p teorie literara, XXVII (1978), nr. 1, p. 35- 
53. 

2 Georgeta Antonescu, Introducere in opera lui Ion Codru Draguyanu, Bucure§ti, Editura Minerva, 1983. 

3 Mircea Anghelescu, „Codru Dragu^anu”. Textul §i realitatea, Bucure§ti, Editura Eminescu, 1988. 


42 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


reconsiderarilor literare, care ar aduce un beneficiu prctios literaturii romane in relajia ei cu 
literaturile europene §i cu literatura universala prin traduceri. Acesta este parti-pris- ul teoretic 
care sta la temelia studiului de faja. 

Svaturile unui parinte bunu catrafiulu seu, publicat in hebdomadarul Familia, numarul 
15 din 1865, era unnat de mcnpunea „Trad. din francesce prin: Codru Dragusianulu” 4 , insa nu 
era insotit de nici un fel de informajii editoriale in legatura cu originalul: autor, titlu original, 
an §i loc de publicare etc. Aceasta imprejurare - surprinzatoare din partea acestui autor, al carui 
caracter scrupulos si responsabil transpare din toate faptele sale de viaja dar §i din scrierile sale 
- a fost piatra de poticnire a gcncratiilor de critici care s-au apropiat de opera lui Ion Codru 
Dragusanu. Lipsa rcfcrintclor la textul sursa al traducerii intitulate Svaturile unui parinte bunu 
catrafiulu seu, destul de pul, in tipica, daca nu chiar scandaloasa in practica publica a traducerii, 
a ocazionat doua tipuri divergente de rcactic la criticii §i comentatorii romani ai operei lui Ion 
Codru Dragusanu, dupa cum accstia au luat in considerare sau au ignorat indicatia de traducere 
care inso|e§te textul. Unii critici, invocand dezinvoltura cu care Ion Codru Dragusanu se folosea 
sau nu de numele sau in context publicistic, au gasit in aceasta temeiul suficient pentru a 
considera textul in discujie ca pe un text propriu al lui Ion Codru Dragusanu, pe care acesta il 
prezinta drept o traducere pentru a se pune la adapost de eventuale reprosuri din partea 
autoritatilor, deosebit de suspicioase si de exigente in ce prive§te disciplina institujionala, in 
care el era integrat ca funcjionar public imperial 5 . Atribuirea eronata lui Ion Codru Dragusanu, 
ca autor, a textului Svaturile unui parinte bunu catrafiulu seu dateaza inca de la inceputurile 
criticii dragu§anene. Victor Iancu scrie, intr-un articol dedicat cditici Cioculescu a Peregrinului 
transilvan din 1943: „[Ion Codru Dragusanu] publica in Familia de la Budapesta poemul 
’Svaturile unui parinte bunu catra fiulu seu’, ’tradus din francesce’ §i semnat ’Codru 
Dragusanu’” 6 . George Iva§cu trece cu usurinja peste chestiunea patcrnitapi textului §i il 
prezinta pe Ion Codru Dragusanu ca autor, preluand §i el ironic, ca §i Victor Iancu, formula 
utilizata de Ion Codru Dragu§anu 7 . Al. Dima §i colaboratorii sai considera §i ei ca Svaturile 
unui parinte bunu catrafiulu seu este un text de autor, destul de tern, de altfel 8 . 

Cealalta parte a criticii ia de buna mentiunca auctoriala, insa se afla in imposibilitate de 
a clasifica textul in lipsa unui original la care sa se poata raporta. Aceasta categorie ii cuprinde 
pe cei mai mulji dintre criticii dragusancni, de la Nicolae Iorga pana la Nicolae Manolescu, 
trecand prin Georgiana Lungu-Badea, Georgeta Antonescu si altii. Dintre criticii primei 
jumataji a secolului trecut, numai §erban Cioculescu s-a aplecat cu un interes staruitor asupra 
acestui scriitor victima a nedreptatii istoriei literare 9 . in p re fata cditici sale, el aminte§te 
traducerea Svaturile unui parinte bunu catra fiulu seu 10 , lasand ca §i al|ii sa planeze 


4 Familia, 15, 1865, p. 178-179. 

http://documente.bcuclui.ro/web/bibdigit/periodice/familia/1865/BCUCLUJ FP P68 1865 001 15.pdf 

5 Ion Codru Dragusanu a fost, din 1849 §i pana la pensionare, in 1880, funcponar al Imperiului austriac (austro-ungar, dupa 
compromisul dualist din 1867). 

6 Victor Iancu, „Calatoriile lui Ion Codru Dragusanu in edi^ia D-lui $erban Cioculescu”. Transilvania, Sibiu, anul 74, nr. 3-4, 
martie-aprilie 1943, p. 271-287. aici, p. 275. 

7 George Iva§cu, Istoria literaturii romane, Vol. I, Bucure§ti, Editura $tiinlifica, 1969, p. 518: „autorul [...] unei poeme [...] 
Svaturile...’ tradusa din ffince§te”’. 

8 Alexandra Dima (ed.), Istoria literaturii romane, Vol. II, Editura Academiei R.S.R., Bucure§ti, 1968, p. 572: „Compunerea 
§tearsa, impersonala, ca ?i versurile ulterioare din Familia, de directie morala, nu anun)a un mare scriitor.” 

9 $erban Cioculescu (ed.), I. Codru Dragusanu : Peregrinul transilvan (1835-1844), Bucure§ti, Cugetarea-Georgescu 
Delafras, 1942. 

10 $. Cioculescu, ibid., p. IX-X : „In Familia de la Budapesta, [...], se publica poema Svaturile unui parinte bun catre fiulu 
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incertitudinea asupra statutului textului, in pofida continuitafii vizibile a preocuparilor etice 
dintre Peregrinul transilvan si Svaturile unui parinte bunu catrafiulu seu u . Tot el este acela 
care considera problema semnaturii din perspectiva unei strategii duplicitare 12 , care ar si explica 
faptul ca pe acesta din urma il semneaza, in vreme ce cclitia in foileton si prima cditic in volum 
a Peregrinului transilvan, lucrare cu caracter deseori subversiv, au cunoscut tiparul orfane de 
numele autorului 13 . 

Romul Munteanu, editor la randul sau al Peregrinului transilvan, aminte§te traducerea, 
dar nu ofera nici un indiciu privitor la numele autorului textului sursa §i nu face nici un 
comentariu in ce prive§te conformitatea cu originalul 14 . Georgiana Lungu-Badea mcntioneaza 
§i ea numele traducatorului, insa nu pe cel al autorului originalului 15 . Dupa parerea Georgetei 
Antonescu, „prezenfa lui [Ion Codru Dragu§anu] pe tarimul literar a fost in afara acestei carp 
(Peregrinul... n.a.) intimplatoare §i nesemnificativa” 16 . Ea crede ca Svaturile unui parinte bunu 
catra fiulu seu, „traducere din franceza”, ar fi „de fapt, versificarea fara har a unor precepte 
morale banale” 17 , §i conchide ca „vice-capitanul de Fagaras ramine, de fapt, omul unei singure 
carp, povestea calatoriilor europene din deceniile patru §i cinci [.. ,]” 18 . Mulfi critici ignora total 
textul. Enciclopedia Astrei 19 nu-1 menfioneaza. N. Iorga, caruia ii datoram recuperarea 
patrimoniului dragusanean, a intclcs perfect valoarea Peregrinului transilvan, insa nu a 
consacrat nici un rand restului operei. Nici Eugen Lovinescu nu-1 cunoastc. George Calinescu, 
care nu-1 menpona pe Ion Codru Dragusanu decat in bibliografia 20 cartii sale de capatai, ii face 
favorul de a-1 mcntiona succinct in Compendiu 21 , nu insa fara a exprima o rezerva in ce prive§te 
valoarea prestapei sale literare propriu-zise. In aceea§i perioada, Tudor Vianu ii face lui Ion 
Codru Dragusanu un portret entuziast in Arta prozatorilor romdni §i il compara pe acest autor 
cu celebrele personaje ale lui Stendhal si Lesage la un loc 22 , totodata fixandu-i §i locul in 
literatura romana. Emanoil Bucuta ii consacra la randul sau un frumos eseu 23 in care aduce date 
clarificatoare despre scriitor 24 , insa fara un cuvant despre Ion Codru Dragusanu traducatorul. 
Ion Negoifescu 25 , Ion Rotaru 26 nu comenteaza traducerile. Mircea Anghelescu, deja citat, 


sau, tradusa din ’france?te’ ?i semnata Codru Dragu^anul.” 

11 $. Cioculescu, V. Streinu, T. Vianu, Istoria literaturii romane moderne, Editura Didactica §i Pedagogica, Bucure§ti, 1972, 
p. 135. 

12 Ibid.: „autorul lucid avea perfecta con§tiinla a dub lei personalitap”. 

13 Ibid., p. 133-134 : „Intr-adevar, peste citeva luni gase§te cu cale sa semneze Svaturile unui parinte bun catrefiul sau, 
traducere in versuri din limba franceza ( Familia, 25 oct. 1865), pentru ca e o bucata literara cu tendin^e morale.” 

14 Ion Codru Dragusanu : Peregrinul transilvan. Editie ingrijita de Romul Munteanu, Editura de Stat pentru Literatura §i 
Arta, Bucure§ti, 1956, p. 14. 

15 Georgiana Lungu-Badea, Repertoriul traducatorilor romdni de limba franceza, italiand, spaniold (secolele al XVIII-lea §i 
al XlX-lea). Studii de istorie a traducerii (I), Timisoara, Editura Universitapi de Vest, 2006, p. 99. 

16 Georgeta Antonescu, op. cit., p. 29. 

17 Ibid., p. 34. 

18 Ibid., p. 35. 

19 Corneliu Diaconovich, Asociapunea pentru Literatura Romana §i Cultura Poporului Roman (ed.), Enciclopedia Romana, 
Sibiu, W. Krafft, 1898-1904. 

20 George Calinescu, Istoria literaturii romane de la originipana inprezent, Craiova, Editura Vlad&Vlad, 1993. 

21 G. Calinescu, Istoria literaturii romane, Compendiu, Bucure§ti, Litera Internaponal, 2001, p. 146-148. 

22 Tudor Vianu, Arta prozatorilor romdni. Edipe ingrijita de Geo §erban. Bucure§ti, Editura Lider, 1997 (Editura 

Contemporana, 1942), p. 83-88. .] acest Gil Bias roman, care are o structure intelectuala amintind luciditatea §i ascupmea 

lui Julien Sorel, nu poate fi comparat in epoca sa decit cel mult cu Nicolae Filimon.” (Ibid., p. 85) 

23 Emanoil Bucuta, „Calatoriile lui Ion Codru Dragusanu”. Transilvania, Sibiu, anul 73, nr. 5, mai 1942, p. 373-380. 

24 E. Bucuta il compara cu celebrele personaje Gil Bias §i Wilhelm Meister in anii sai de calatorie, dar §i cu Voltaire, cu I. 
Ghica epistolierul, cu C. Negruzzi, autorul Pacatelor tinerefelor, cu A. Odobescu cel din Pseudokineghetikos, cu I. Creanga 
cel din Amintiri... §i chiar cu Marius Chico? Rostogan al lui Caragiale (Ibid., p. 376). 

25 Ion Negoijescu, Istoria literaturii romane, Vol. I (1800-1945), Bucure?ti, Editura Minerva, 1991. 

26 Ion Rotaru, O istorie a literaturii romane, Vol. 1 (De la origini pana la 1900), Bucure?ti, Editura Minerva, 1971, p. 196- 
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imparta§e§te cu cei mentionati aici ideea ca „dragu§anul” este scriitorul unei singure opere, care 
este in acelasi timp si o opera singulara 27 , susceptibila de a rezerva surprize cercetatorului. El 
comenteaza avizat cateva traduceri ale scriitorului, insa nu face nici un comentariu la Svaturile 
unui parinte bunu catrafiulu seu. in fine, Nicolae Manolescu 28 lauda filozofia ludica §i §tiin(a 
limbii puse in opera in Peregrinul transilvan, insa nu are nici un cuvant referitor la activitatea 
de traducator a lui Ion Codru Dragu§anu. Toate aceste pozitionari §i tendinje pun in evidenja 
interesul limitat, cand nu este inexistent, al criticii faja de cazul in sine al acestui text orfan. De 
un secol §i jumatate, textul lui Ion Codru Dragusanu a devenit o „pata alba”, o enigma literara, 
a carei dezlegare nu este lipsita de insemnatate, cunoasterea numelui autorului textului sursa 
precum §i a textului original fund semnificativa pentru metabolismul literar romanesc, in 
special pentru cel transilvan. In lipsa acestei refcrintc fondatoare, cititorul este justificat a se 
intreba daca textul din Familia este cu adevarat o traducere, asa cum este prezentat pe pagina 
revistei, sub semnatura lui Ion Codru Dragusanu, o compozipc personala pe o tema 
imprumutata sau o adaptare a unui text ocultat voluntar, asa cum presupun, chiar in lipsa 
confruntarii cu originalul, cei mai mulji dintre criticii literari romani. Sa comparam textele de 
maijos : 


Avis d’un bon pere a son fils, publie par A. F. J. Ion Codru Dragu§anu : Svaturile unui 
Freville. Beaux traits du jeune age, 1813 (1824) parinte bunu catrafiulu seu, Familia, 1865 


Bientot, 6 cher enfant, ma pesante paupiere 
Helas ! va se fermer a la douce lumiere. 

Avant de nous quitter, pour que tu sois heureux, 
D’un sage ecoute et suis les avis precieux. 


Am se-ti dau eu svaturi, fiulu meu celu dulce, 
Cari la fericire te-oru pote conduce; 

Pana nu’nchidu ochii pentru somnulu mare, 
In or’a din urma fii cu ascultare! 


5. Le monde est une mer qu'agitent mille orages ; 
J'ai connu des ecueils par mes propres naufrages ; 
Pilote maladroit, mais par ma faute instruit, 

Je veux te voir au moins en recueillir le fruit. 

Tout mon coeur sur les flots suit ta nacelle errante ; 
10. Un souffle du zephir me glace et m’epouvante : 
Je crois ou'rr grander l'Aquilon furieux, 

J'implore en ta faveur et les vents et les Dieux. 


5. Lumea e o mare ne’ntreruptu cercata 
De fortune grele ce nu mai inceta; 

Dandu de naiefrangeri din nesocotintia, 

Eu trecandu prin ele am si esperintia. 
Doru-mi este numai se culegi tu frupte, 

10. Se incungiuri incai ale mele lupte; 

A ta naisiora ratecindu pre unde, 

Sufletu-mi inghiacia, anim’a-mi patrunde: 
Candu zefirulu misca, ventulu linu suflandu, 
Pare-mi ca unu vulturu sbora detunandu, 

15. Eu atunci indata cadu si me prosternu, 
Chiamu in ajutoriu-ti pre Dieulu eternu. 


Nul n'a vu tous ses jours files d'or et de soie, 
Aux degouts, aux chagrins, l'Univers est en proie; 
15. On passe en un moment de la joie aux douleurs: 
Le matin dans les ris, et le soir dans les pleurs. 


Vieti’a ferice d’auru intirata, 

Carier’a lina cu flori semenata, 

Nu este menita pentru moritoriu, 

20. Ci ursit’a-i este-a fi suferitoriu. 
Tota lumea este a machnirei preda. 

La doreri placerea trebuie se ceda, - 
Dupa desfatare chinulu ne va frange, 
Celu-ce ser’a ride, demaneti’a plange. 


Crains d'un lache repos la fatigue accablante, 


25. Fugi de molitiune, ca-ci te ostenesce, - 


198. 

27 Mircea Anghelescu, „Codru Dragusanu”. Textul fi realitatea, Bucure§ti, Editura Eminescu, 1988, p.131-141 (aicip. 138) : 
„Intr-adevar, tot procesul istoric al reconsiderarii lui Codru-Dragu§anu [...] se bazeaza pe o singura opera, pe o singura carte, 
ce e drept cu total ie§ita din comun: Peregrinul transilvan.” 

28 Nicolae Manolescu, Istoria critica a literaturii romane, Vol. I, Bucure§ti, Editura Minerva, 1990, p. 220. 
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Prefere a la mollesse une vie agissante ; 

A trente ans, tu diras, des plaisirs detrompe, 

20. L'homme le plus heureux, est le plus occupe. 
Tout travaille & et se meut dans la nature entiere; 
Le plus petit insecte agit dans la poussiere, 

Vois cette eau qui croupit, l'air en est empeste; 
Admire la fraicheur et la limpidite 
25. De cette onde qui court, par des routes fleuries, 
Feconder nos vergers, embaumer nos prairies : 

Le temps est un eclair pour le mortel actif, 

Le temps, avec lourdeur, pese sur l'homme oisif. 


Mais quel que soit l'etat oil ton penchant t'appelle, 
30. Que la probite soit ta compagne fidele : 

La reputation est aisee a fletrir; 

C’est un cristal poli qu’un souffle peut ternir. 

Le desir de l'honneur a tel point nous anime, 

Qu'on veut etre estime de ceux qu'on mesestime. 

35. On peut tout immoler, tout souffrir a ce prix : 

On pardonne a la haine, et jamais au mepris. 

Sans etre misantlirope, aime la solitude; 

Fais-y du coeur humain la difficile etude; 

Que Larochefoucault, Labruyere, Adisson, 

40. T'apprennent a sonder cet abime profond; 

Qu'ils soient dans tous les temps tes oracles, tes guides, 
Ces amis-la, mon fils, ne sont jamais perfides. 


L'homme, bien rarement, se montre tel qu'il est; 
En public il est vu sous le jour qui lui plait, 

45.11 donne a ses defauts d'elegntes surfaces, 

A la difformite l'apparence des graces; 

Dans ses deguisemens l'amour-propre est subtil: 
Celui qui n'a qu'un ail se montre de profil. 

Au choix de tes amis sois done lent et severe; 
50. Examine long-tems, la meprise est amere. 


55. Sous un vil interet ne sois point abattu; 
L'argent le cede a for, et for a la vertu. 

Souvent, de l'equite la borne est un peu juste, 

Qui n'est pas genereux est tout pres d'etre injuste. 
Souviens-toi bien, mon fils, que dans Page avance, 
60. Le present s’embellit des vertus du passe ; 

Que le destin te soit ou propice ou severe, 

De quelque infortune soulage la misere : 

Tu le pourras, mon fils ; si tu naquis sans biens, 
Apprends fart d'etre utile avec peu de moyens. 


Dar’ vieti’a-activa te inteneresce; 

Candu vei fi’n etate, mai inaintatu 
Si candu despre lucruri vei fi judecatu, - 
Satulu de petreceri ca mine , vei dice: 

30. Celu-ce mai mult lucra, e celu mai ferice! 
In natura tote lucra si se misca, 

In tierana sapa sprinten’a furnica; 

Aerulu lu strica laculu statatoriu, 

Dar’lu recoresce riulu curgatoriu. 

35. Praturi inflorite, campuri elu adapa, 

Si cu limpedimea-i ochii ni-i desfata; 

Tempulu ca un fulgeru pentr’unu activu sbora, 
Dar’cu greu apesa pre trandavu, lu-omora. 

Ori-ce cariera ti-ar fi destinata, 

40. Fia-ti probitatea socia necurmata; 

Lesne se’negresce numele frumosu, 

Ca prin o suflare unu cristalu luciosu; 

Sentiulu de onore multu ne animedia, 

Omulu cere stima si candu despretiedia 
45. Pentr’onore rabda si sacredia totu, 

Multi ce ierta ur’a, despretiulu nu-lu potu. 

Misantropu se nu fii, ci ca singurariu 

In a ta vietia aibi de indreptariu 

Pre Larochefoucault, La Bruyere, Addison, 

50. Fia-ti ca oraclulu, urma svatulu lor. 

Fa cu ei un studiu, cerca si patrunde, 

Anim’a umana cu-abise profunde; 

Autorii astia, fiulu meu, se scia, 

Sunt amicii mai buni, fara perfidia. 

55. Omulu raru s’areta cumu e, lui i place 
Publiculu se-lu vedia candu elu se preface; 
Defectelor sale da fetie luciose, 

Si diformitatei tipuri graciose; 

In schimositura celu duru e subtilu, 

60. Chiorulu candu apare, s’areta’n profilu, 
Deci destinge bine, candu amici vei lua, 

Caci amaru mai este de-a te insiela. 

Fugi de tot escesulu, nu-ti potu destul dice, 
Unu avaru e sie-si singuru carnefice; 

65. Sclavu e predatoriulu, pastratoriulu rege, 
Fara grigi, necasuri elu cu tempulu merge; 
Cel-ce crutia-e darnicu, si pote se fia 
Ca-ci crutiarea-e mama la filantropia. 

Generositatea ambitiunedia, 

70. Pre omu interesulu caracteridedia; 

Nu iubi mamonulu, nu dori tu auru, 

Neci argintulu splendidu, - virtutea-e tesauru, 
Nu sta cu rigore langa ecuitate, 

Generosu de nu esti, cadi in strembatate. 

75. Cugeta iubite, ca la caruntetie 
Te- a naltia virtutea dela tineretie; 

Daca-ti e destinulu bunu, precum se dice, 
Mangaia, ajuta pre celu neferice. 


Fuis les exces: l'avare est le bourreau de soi; 

Le prodigue est esclave, et l'econome est roi ; 

Sans soucis, sans terreur remords, il voit le jour renaitre; 
Lui seul est bienfaisant, et lui seul il peut l'etre. 
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65. Helas! ce malheureux qu'on fuit, qu'on apprehende, 
Plaignons-le; c'est souvent tout ce qu'il nous demande. 
Qu'une oreille attentive ecoute ses revers, 

Qu’il charme en les contant les maux qu'il a soufferts. 
Si ton cocur ne palpite au recit de ses peines, 

70. Puisse ton sang bientot se tarir dans tes veines!... 

L'homme helas ! est souvent fourbe, mechant, pervers; 
L'interet est le dieu qui regit l'Univers. 

Je le sais; mais le tien te present l'indulgence, 
L'humanite, l'oubli, le pardon de l'offense. 


Poti se faci acesta, macaru scapetatu, 

80. Ca-ci ca se’nveti artea minte ti s’a datu. 

Pre nenorocitulu, ce-lu persecutara, 

Mangaia-lu, da’i svaturi, plange-i sortea-amara; 
Elu mai multu nu cere, plansulu seu asculta! 
Gelea’mpartesita-e, gele multu scadiuta, - 
85. Dar’ de nu-ti palpita anim’a in tine, 
Audandu-lu, sce-ti sangele din vene! 

Omulu, vai! Adese-e reu, astutu, spurcatu, 
Interesu-e dieulu pe pamentulu latu, 

Elu aci domnesce, vedi! Dara credinti’a 
90. Ni prescrie noue tota indulginti’a; 

Se iertamu si-acei-ce ni facura rele 
Ca-ci umenitatea asta ni-o cere. 


75. Qu'un orgueil dangereux n'aille point t'abuser; 
11 n'est point d'ennemi qu'on doive mepriser : 

Le plus faible souvent suffit pour nous detruire, 

Un sot meme a toujours assez d'esprit pour nuire. 

En consacrant tes jours a de nobles travaux, 

80. Tu peux, sans les heurter, depasser tes rivaux ; 
Sois hardi dans tes voeux: ce n'est pas au vulgaire, 
C'est aux esprits bien faits qu'il faut tacher de plaire. 
De ceux qui ne sont plus, on vante les talens; 
on n'aime point les morts, mais on hait les vivans. 

85. Si le ciel t'a doue d'un rayon de genie, 

Un jour tu sentiras l'aiguillon de l'envie : 

Au merite, aux succes toujours son fiel se joint; 
Travaille a l'exciter, mais ne l'irrite point. 

Si tu veux desarmer sa vengeance funeste, 

90. Oppose a sa furie un air humble et modeste, 

Ainsi que la pudeur, de son doux incarnat. 

Colorant P innocence, augmente son eclat; 

La modestie ajoute au talent qu'on renomme ; 

Le pare, l'embellit: c'est la pudeur de l’homme. 

95. La modestie enchante, et l'amour-propre aigrit: 
C'est par le coeur qu'on plait bien plus que par l'esprit. 

A I’Etre-Supreme. 

Prosterne-toi, mon fils, devant l’Etre-Supreme ; 
Reconnais en lui seul ton premier bienfaiteur : 
L’Univers, tu le sens, ne s’est point fait lui-meme ; 
100. Et certes ce grand oeuvre atteste un grand auteur. 


E periclu mare ca se fii sumetiu, 

Neci la inamicu-ti se n’areti despretiu; 

95. Celu mai debilu pote a te surupa, 

Ba si chiaru neghiobulu scie strica. 

Se invingi rivalii, dar nu-i irita, 

Ci spre fapte bune caut-a te sacra; 

Fii cu barbatia lucru bunu de faci, 

100. Lasa’n pace vulgulu, celor buni se placi; 
Pre cei morti adese lumea ii maresce, - 
Dor’ iubesce mortii? - nu! pe-ai vii uresce! 

O radia de geniu de ai ereditu, 

Vei send si-alu pismei ghimpe ascutitu; 

105. Ca-ci e aplecata ferea se si-o verse. 

Unde obserwesa meritu si succese; 

Cauta si descepta al ei reu veninu, 

Dar’ nu-i da tu freulu, se-ti ajunga’n sinu, - 
Vrei se se ’nfrenedie a ei resbunare, 

110. Furiei opune modest’a portare; 

E ca si pudorea cu a ei rosire 
Da la inocintia mare stralucire; 
Modesti’a-adauge la talentu renume, 
Splendida decore si corona-i pune; 

115. Modesti’a’ncanta trufi’a ’ntarita, 

Anim’a intrece mintea ascutita. 


Fiulu meu adora bunulu Creatoru, 
Celu-ce tiene tote si vietia-ti da. 
Vedi ca Universulu de sine nu sta, 
120. Si acestu opu mare are autoriu! 


Exceptand unele parafraze mai largi si chiar unele deplasari fragmentare, admisibile 
totu§i in campul traducerii, textele puse aici faja in fata corespund pana in amanunt celor doi 
termeni ai rclatici original-traducere in plan semantic si formal. Textul pe care il prezentam 
pentru prima data ca fiind cel tradus de Ion Codru Dragusanu sub titlul Svaturile unui parinte 
bunu catra fiulu seu este asadar epistola morala „Avis d’un bon pere a son fils” publicata de 
Anne-Frangois-Joachim Freville 29 in culegerea sa de texte dedicate educajiei morale a tinerei 


29 Anne-Franfois-Joachim Freville (1749-1832), Beaux traits du jeune age: suivis de I'histoire de Jeanne d'Arc et du 
pantheon des enfans celehres, Paris, Parmantier, 1824, p. 372-375, disponibil la: 
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gencrapi intitulata Beaux traits du jeune age: suivis de l'histoire de Jeanne d'Arc et du pantheon 
des enfans celebres 30 , continuare a unei preocupari educative ale carei urme due cu douazeci 
de ani in urma, pana in primii ani de dupa Revolujie, cand Freville publica probabil prima sa 
antologie morala pentru tineret: Vie des enfans celebres, ou Les modeles du jeune age; suivis 
des plus beaux traits de piete fdiale: pour servir de lecture et d'instruction a la jeunesse 31 , care 
insa nu continca acest text. Este vorba aici, sub forma unei scrisori paterne adresata fiului, 
conpnand sfaturi de buna conduita in lume, de o adevarta epistola morala in versuri, in buna 
tradipe clasica. In traducerea sa, Ion Codru Dragusanu respecta elementele ei formale: 
alexandrini, rime alaturate, dispuse in strofe inegale corespunzator gruparii §i dezvoltarii 
inegale a ideilor morale care compun fondul textului, punctele diverse ale unui indreptar de 
buna purtare. Desigur, constrangerile formale nu u§ureaza sarcina traducatorului, obligat adesea 
sa caute solujii paliative intr-o limba care nu excela prin plasticitatea sa, din motive istorice 
obiective. Insa Ion Codru Dragusanu nu se lasa descurajat, si instinctul lui de om de litere ii 
poarta pana: cand poate, el se mcntinc aproape de modelul sau; cand limba se dovedepe mai 
indaratnica, ataca uni tap mai mari, care depasese granita versului ori chiar se intind pe mai 
multe versuri. Aceasta ii permite sa opereze deplasari, dislocari §i redistribuiri de materie 
semantica, in cadrul strofic, reducand astfel pierderile semantice - obsesia §i piatra de incercare 
a traducatorului. Desigur, in acest context, gramatica §i lexicul latinizant recomandate de 
autoritatea tutelara a lui Laurian, dar venind din zarea cipariana mai indepartata, acponcaza ca 
o dubla constrangere cu efecte drastice asupra operei, obligand traducatorul la adoptarea unor 
sol up i nu o data lipsite de naturaleje §i, prin urmare, de eleganta. Astfel, pentru a pastra si 
transmite ncimpupnat conpnutul semantic al originalului, Ion Codru Dragusanu nu sovaic a 
modifica dimensiunea strofelor, a inmulp numarul versurilor, chiar cu riscul de a dilua ideea: 
daca originalul este un text de 100 de alexandrini, traducerea are 120 de versuri, adica 1/5 in 
plus, fara a afecta insa „contractul de traducere” - echivalenja, fidelitate, transparenta etc. 
care este in intergime realizat. Obiectivul de a gasi §i de a face cunoscut originalul textului 
dragusancan Hind atins, demonstrapa noastra s-ar fi putut opri aici. 

In realitate, textul din culegerea lui Anne-Francois-Joachim Freville sufera de acecap 
lipsa ca si cel al lui Ion Codru Dragusanu: numele autorului. In buna logica a antologiilor 
tematice, culegerea al carei editor este Annc-Francois-Joachim Freville rcuncstc texte de autori 


https ://books. google. fr/books?id=tk8qAAAAYAAJ&pg=PA257&lpg=PA257&dq=Anne+Fran%C3%A7ois+Joachim+Fr%C 

3%A9ville+:+Beaux+traits+du+ieune+%C3%A2ge+:+suivis&source=bl&ots=bl45cAwnkJ&sig=e2uW9aniiLdk9e- 

C6t0awAh9ecg&hl=en&sa=X&ved=0ahUKEwim05LC7L3NAhYGtROKHURrB2sO6AF.TNTAD#v=onepage&q=Anne%20 

Fran%C3%A7ois%20Joachim%20Fr%C3%A9ville%20%3A%20Beaux%20traits%20du%20ieune%20%C3%A2ge%20%3 

A%20suivis&f=false Decalarea spagala a strofelor ne apapine. 

30 Beaux traits du jeune age: suivis de I'histoire de Jeanne d'Arc et du pantheon des enfans celebres (Paris, Genets, 1813). 
Lucrarea s-a bucurat de mare succes in epoca, a cunoscut mai multe edi^ii (Antoine-Jacques Genets, 1792, ... 1818, 1822 ; 
Jean-Jacques Parmantier, 1824, Pierre-Paul Didier, 1836, 1838, 1841, 1846) §i o circulate europeana. lata cum i§i prezinta 
autorul antologia : „Ce nouvel ouvrage qui complete notre cours de lectures elementaires et morales, e’est-a-dire, /’ Alphabet 
personnifie, et la Lecture par images, omes de soixante-quinze figures d’enfans en action; le Domino des enfans\ les Contes 
jaunes\ les Enfans celebres', la Piete filiale; les Lectures poetiques\ les Men’eilles de l 'instinct et de la nature', les Passe- 
temps instructifs, les Chiens celebres etc., etc.; cet ouvrage, dis-je, ne sera peut-etre pas sans utilite dans le sein des families 
et dans les maisons d’education: en effet, il tend a exciter de nobles sentimens dans le coeur de la jeunesse.” ( Beaux traits du 
jeune age: suivis de I'histoire de Jeanne d'Arc et du pantheon des enfans celebres (Paris, Parmentier, 1824, p. IV). Avis d’un 
bon pere a son fils este ultimul text din acest ..digest” de lecturi moralizatoare. 

31 Caroline Fayolle, „Les fonctions politiques de la famille dans les livres d'education (1793-1816)”. Dix-huitieme 
siecle 1/2010 (n° 42), p. 633-653, www.caim.info/revue-dix-huitieme-siecle-2010-l-page-633.htm [22.01.2016], 
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diverfi, de cele mai multe ori nenumiji sau mentionati doar aluziv - istorici, morali§ti, 
memorialist! preluate de editor §i „amenajate” in diverse chipuri anume pentru a le adapta 
scopului educativ al lucrarii prin concentrare, rezumare, schematizare, expansiune, prin 
refonnularea ideilor morale, prin adaptarea vocabularului, a registrului discursiv etc. insa nici 
acest lucru nu este declarat de maniera explicita. Pe scurt, rezultatul la care am ajuns in cautarea 
originalului Svaturilor. .. se dovcdcstc a nu fi fost decit unul partial, o etapa, nu un punct final. 
Chiar §i dupa stabilirea cu certitudine a textului publicat de Freville ca original cert al textului 
Svaturile unuiparinte bunu catrafiulu seu, majoritatea intrebarilor pe care le suscita traducerea 
lui Ion Codru Dragusanu rezista. Acest semi-e§ec inchide primul „timp” al cercetarii de faja §i 
il deschide pe cel de-al doilea, mai anevoios, deoarece el ne-a impus necesitatea de a rasfoi o 
vasta literatura morala precum si o buna parte din presa literara contemporana lui Freville, in 
special cea din ultimul patrar al veacului al XVIII-lea si de la inceputul celui urmator, adica 
aproape o jumatate de secol de literatura in mare parte ingropata in prabusirilc si emergenjele 
unei epoci de cotitura in istoria Frantci. Aceasta imprejurare ne readuce in zarea intrebarilor 
initialc, chiar daca termenii sunt schimbati. Este acest text o compozipc a lui Freville? Este el 
un text strain, imprumutat de Freville de la un autor necunoscut, sau cunoscut, dar trecut sub 
tacere din anumite rati uni, §i atunci, care ar fi acestea? §i, in acest caz, importa sa slim daca 
textul a fost preluat fidel, sau a fost modificat (eventual, prin ce proceduri). In sfarsit, ne putem 
intreba in context si daca textul este - de ce nu? - o traducere, cunoscut fund ca Freville era §i 
un traducator neobosit de literatura engleza. Fiind de la sine injeles ca la intrebarile legate de 
traducator nu se poate raspunde decat odata stability cu certitudine identitatea textului de care 
el s-a servit, ne propunem sa revenim la ele mai jos. Cele legate de instanja auctoriala, in 
schimb, se dovedesc a fi deosebit de anevoioase, §i ne grabim a le da intaietate. 

Se pune mai intai intrebarea daca textul este o compozijie a lui Freville sau un text 
„imprumutat”. in textele disponibile 32 , nu am gasit nici un indiciu ca Freville ar fi autorul 
textului Avis d’un bon pere a son fils, cu toate ca, ocazional, a scris si el poezie 33 . Aceasta 
cercetare ne-a condus in final pana la textul unui autor de mult uitat, Jacques-Corentin Royou, 
autor, intre altele, al textului A mon fils. Primul indiciu 1-am gasit tot intr-o culegere de texte 
morale 34 a lui Annc-Francois-Joachim Freville, datand din 1792, unde sunt citate, versuri 35 din 
poemul publicat in culegerea din 1824 de care ne-am folosit. in culegerea citata, aceste excerpte 
comporta o mentiunc auctoriala la sfarsitul volumului: Royou, faraprenume, fara alte informajii 
editoriale, semn desigur ca autorul citat era o refcrinta suficient de cunoscuta pentru ca alte 
detalii sa fie necesare. De aici incolo aveam un reper nou pentru a relansa cercetarea de 
arheologie literara in jurul lui Royou. Astfel am ajuns la izvorul textual cautat, inchizand toate 
parantezele interogative. Numai ca textul la care am ajuns era diferit de cel publicat de Freville 
§i tradus de Ion Codru Dragusanu. Precizam aici, dcsi aceasta nu reprezinta inca o dovada in 
sensul demersului nostra ci numai un element semnificativ, ca textul lui Royou este anterior 
celui publicat de Freville. Transcriem mai jos in vis-a-vis cele doua texte: 


32 http://data.bnf.fr/! 1996457/anne-francois-ioachim freville/ [03.03.2016], 

33 De exemplu, el este autorul binecunoscutului catren: „Qui n'ose aura toujours / Un sort triste et piteux / Car la gloire et 
l'amour / Se moquent des honteux.” 

34 Freville, Anne-Franqois-Joachim. Temple de la morale, ou Pensees gnomiques, tirees des poetes, pour tous les ages de la 
vie, et surtout pour former la jeunesse au bon sens, aux vertus civiques et a l'amour de I'humanite, par Freville. Seconde 
edition, an Ille de la Republique, chez Guelfier (?) http://gallica.bnf.fr/ark:/12148/bpt6k490588/f23.item.zoom 

35 De exemplu, la p. 20 : „Apptends fart d’etre utile avec peu de moyens”. Citatul trimite la nr. 189 din lista surselor §i 
corespunde lui Royou (v. p. 212). De asemeni: „Tout honnete homme est franc ; qui dit fin, dit fripon” (Ibid., p. 165). 
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Jacques-Corentin Royou : A mon fils, L ’Annee 
litteraire, 1785 36 

Nul n'a vu tous ses jours files d'or & de soie. 

Aux degouts, aux chagrins, l'univers est en proie. 

On passe en un moment de la joie aux douleurs; 
le matin dans les ris & le soir dans les pleurs. 

5. Tu connois le destin des jumeaux de la fable. 

Ce couple tour-a-tour heureux & miserable, 
apres avoir foule l'Olympe radieux, 

& goute le nectar a la table des Dieux, 
victime d'une loi rigoureuse & fatale, 

10. descendoit tristement sur la rive infernale. 
Embleme ingenieux dont le sens est tres-clair! 

Le del, c'est le plaisir; la peine, c'est l’enfer. 

Crains d'un lache repos la fatigue accablante; 
prefere a la mollesse une vie agissante. 

15. A trente ans, tu diras, des plaisirs detrompe: 
l'homme le plus heureux, c'est le plus occupe. 

Tout travaille & se meut dans la nature entiere. 

Le plus petit insecte agit dans la poussiere. 

Vois cette eau qui croupit: fair en est empeste. 

20. Admire la fraicheur & la limpidite 
de cette onde qui court, par des routes fleuries, 
feconder nos vergers, embaumer nos prairies. 

Le terns est un eclair pour le mortel actif. 

Le terns avec lourdeur pese sur l'homme oisif. 

25. Mais quel que soit l'etat ou ton penchant t'appelle, 
que la probite soit ta compagne eternelle. 

La reputation est aisee a ternir. 

Le desir de l'honneur a tel point nous anime, 
qu'on veut etre estime de ceux qu'on mesestime. 

30. On peut tout immoler, tout souffrir a ce prix. 

On pardonne a la haine & jamais au mepris. 

Le monde est une mer qu'agitent mille orages. 

J'ai connu des ecueils par mes propres naufrages. 
Pilote mal-adroit, mais par ma faute instruit, 

35. je veux te voir au moins en recueillir le fruit. 

Tout mon cceur sur les flots suit ta nacelle errante. 

Un souffle du zephir me glace d'epouvante; 
je crois ouir grander l'aquilon furieux; 
j'implore en ta faveur & les vents & les Dieux. 

40. Va, j'empecherai bien qu'un calcul parricide, 
que souvent forme un fils barbarement avide, 
te fasse supputer le terme de mes jours: 
j'en fais un sur moyen: c'est de t'aimer toujours. 

Ton pere, a ton amour, a ta reconnoissance, 

45. a des droits plus sacres que ceux de ta naissance; 
& prevenant sans cesse ou comblant tes souhaits, 
il veut regner sur toi par le droit des bienfaits. 

Sans etre misanthrope, aime la solitude, 
fais-y du cceur humain la difficile etude. 

50. Que la Rochefoucauld, la Bruyere, Charon, 


A.-F.-J. Freville : Avis d’un bon pere a son fils 

Bientot, 6 cher enfant, ma pesante paupiere 
Helas ! va se fermer a la douce lumiere. 

Avant de nous quitter, pour que tu sois heureux, 

D’un sage ecoute et suis les avis precieux. 

5. Le monde est une mer qu'agitent mille orages ; 
J'ai connu des ecueils par mes propres naufrages ; 
Pilote maladroit, mais par ma faute instruit, 

Je veux te voir au moins en recueillir le fruit. 

Tout mon cocur sur les flots suit ta nacelle errante ; 

10. Un souffle du zephir me glace et m’epouvante : 

Je crois ouir grander l'Aquilon furieux, 

J'implore en ta faveur et les vents et les Dieux. 

Nul n'a vu tous ses jours files d'or et de soie, 

Aux degouts, aux chagrins, l'Univers est en proie; 

15. On passe en un moment de la joie aux douleurs: 

Le matin dans les ris, et le soir dans les pleurs. 

Crains d'un lache repos la fatigue accablante, 
Prefere a la mollesse une vie agissante ; 

A trente ans, tu diras, des plaisirs detrompe, 

20. L'homme le plus heureux, est le plus occupe. 

Tout travaille & et se meut dans la nature entiere; 

Le plus petit insecte agit dans la poussiere, 

Vois cette eau qui croupit, fair en est empeste; 

Admire la fraicheur et la limpidite 

25. De cette onde qui court, par des routes fleuries, 

Feconder nos vergers, embaumer nos prairies : 

Le temps est un eclair pour le mortel actif, 

Le temps, avec lourdeur, pese sur l'homme oisif. 

Mais quel que soit l'etat ou ton penchant t'appelle, 
30. Que la probite soit ta compagne fidele : 

La reputation est aisee a fletrir; 

C’est un cristal poli qu’un souffle peut ternir. 

Le desir de l'honneur a tel point nous anime, 

Qu'on veut etre estime de ceux qu'on mesestime. 

35. On peut tout immoler, tout souffrir a ce prix : 

On pardonne a la haine, et jamais au mepris. 

Sans etre misanthrope, aime la solitude; 

Fais-y du cocur humain la difficile etude; 

Que Larochefoucault, Labruyere, Adisson, 

40. T'apprennent a sonder cet abime profond; 

Qu'ils soient dans tous les temps tes oracles, tes guides, 
Ces amis-la, mon fils, ne sont jamais perfides. 
L'homme, bien rarement, se montre tel qu'il est; 

En public il est vu sous le jour qui lui plait, 

45.11 donne a ses defauts d'elegntes surfaces, 

A la difformite l'apparence des graces; 

Dans ses deguisemens l'amour-propre est subtil: 

Celui qui n'a qu'un oeil se montre de profil. 

Au choix de tes amis sois done lent et severe; 

50. Examine long-tems, la meprise est amere. 

Fuis les exces: l'avare est le bourreau de soi; 

Le prodigue est esclave, et l'econome est roi ; 


36 L ’annee litteraire , T. I, 1785, p. 205-213. Disponibil la https://archive.org/details/lannelittraireo32frgoog 
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t'apprennent a sonder cet abime profond. 

Qu'ils soient dans tous les terns tes oracles, tes guides. 
Ces amis=la, mon fils, ne sont jamais perfides. 

L’homme bien rarement se montre tel qu'il est. 

55. En public il est vu sous le jour qui lui plait. 

11 donne a ses defauts d'elegantes surfaces; 
a la difformite l'apparence des graces; 

Dans ses deguisemens l'amour-propre est subtil: 

Celui qui n'a qu'un mil se montre de profil. 

60. Au choix de tes amis sois done lent & severe; 
Examine long-tems; la meprise est amere. 

Fuis les exces: l'avare est le bourreau de soi; 

Le prodigue est esclave, & l'econome est roi. 

Sans soucis, sans terreur il voit le jour renaitre; 

65. Lui seul est bienfaisant, & lui seul il peut l'etre. 

Sous un vil interet ne sois point abattu: 

L'argent le cede a l'or, & for a la vertu. 

Souvent, de l'equite la borne est un peu juste: 
qui n'est pas genereux est tout pres d'etre injuste. 

70. D'homme adroit & ruse meprise le renom: 

Tout honnete-homme est franc; qui dit fin dit fripon. 

Que le destin te soit ou propice ou severe, 
de quelqu'infortune soulage la misere. 

Tu le pourras, mon fils. Si tu naquis sans biens, 

75. apprends l'art d'etre utile avec peu de moyens. 

Helas! ce malheureux qu'on fuit, qu'on apprehende, 
plaignons-le; e'est souvent tout ce qu'il nous demande. 
D'une oreille attentive ecoute ses revers; 
il aime a raconter les maux qu'il a soufferts. 

80. Si ton coeur ne palpite au recit de ses peines, 
puisse ton sang bientot se tarir dans tes veines! 

Ce souhait est celui d'une ardente amitie; 
il vaut mieux n'etre pas que d'etre sans pitie. 

Rien ne doit l'etouffer dans line ame sensible. 

85. C'est une verite peut-etre, & bien horrible, 
que l'homme en general naquit fourbe & pervers. 
L'interet est le dieu qui regit l'univers. 

Je le fais; mais le tien te present l'indulgence, 
l'humanite, l'oubli, le pardon de l'offense. 

90. Qu'un orgueil dangereux n'aille point t'abuser; 
il n'est point d'ennemi qu'on doive mepriser. 

Le plus foible souvent suffit pour nous detruire. 

Un sot meme a toujours assez d'esprit pour nuire. 

En consacrant tes jours a de nobles travaux, 

95. tu peux, sans les heurter, depasser tes rivaux. 

Sois hardi dans tes voeux: ce n'est pas au vulgaire, 
c'est aux esprits bien faits qu'il faut tacher de plaire. 
De ceux qui ne sont plus, on vante les talens; 
on n'aime point les morts, mais on hait les vivans. 


Sans soucis, sans terreur remords, il voit le jour renaitre; 
Lui seul est bienfaisant, et lui seul il peut l'etre. 

55. Sous un vil interet ne sois point abattu; 

L'argent le cede a for, et l'or a la vertu. 

Souvent, de l'equite la borne est un peu juste, 

Qui n'est pas genereux est tout pres d'etre injuste. 
Souviens-toi bien, mon fils, que dans Page avance, 

60. Le present s’embellit des vertus du passe ; 

Que le destin te soit ou propice ou severe, 

De quelque infortune soulage la misere : 

Tu le pourras, mon fils ; si tu naquis sans biens, 
Apprends l'art d'etre utile avec peu de moyens. 

65. Helas! ce malheureux qu'on fuit, qu'on apprehende, 
Plaignons-le; c'est souvent tout ce qu'il nous demande. 
Qu'une oreille attentive ecoute ses revers, 

Qu’il charme en les contant les maux qu'il a soufferts. 

Si ton coeur ne palpite au recit de ses peines, 

70. Puisse ton sang bientot se tarir dans tes veines!... 
L'homme helas ! est souvent fourbe, mechant, pervers; 
L'interet est le dieu qui regit l'Univers. 

Je le sais; mais le tien te present l'indulgence, 
L'humanite, l'oubli, le pardon de l'offense. 

75. Qu'un orgueil dangereux n'aille point t'abuser; 

11 n'est point d'ennemi qu'on doive mepriser : 

Le plus faible souvent suffit pour nous detruire, 

Un sot meme a toujours assez d'esprit pour nuire. 

En consacrant tes jours a de nobles travaux, 

80. Tu peux, sans les heurter, depasser tes rivaux ; 

Sois hardi dans tes vosux: ce n'est pas au vulgaire, 

C'est aux esprits bien faits qu'il faut tacher de plaire. 

De ceux qui ne sont plus, on vante les talens; 
on n'aime point les morts, mais on hait les vivans. 

85. Si le ciel t'a doue d'un rayon de genie, 

Un jour tu sentiras l'aiguillon de l’envie : 

Au merite, aux succes toujours son fiel se joint; 
Travaille a fexciter, mais ne finite point. 

Si tu veux desarmer sa vengeance funeste, 

90. Oppose a sa furie un air humble et modeste, 

Ainsi que la pudeur, de son doux incarnat, 

Colorant T innocence, augmente son eclat; 

La modestie ajoute au talent qu'on renomme ; 

Le pare, l'embellit: c'est la pudeur de l'homme. 

95. La modestie enchante, et l'amour-propre aigrit: 

C'est par le coeur qu'on plait bien plus que par l'esprit. 

A I’Etre-Supreme. 

Prosterne-toi, mon fils, devant l’Etre-Supreme ; 
Reconnais en lui seul ton premier bienfaiteur : 
L’Univers, tu le sens, ne s’est point fait lui-meme ; 

100. Et certes ce grand oeuvre atteste un grand auteur. 
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100. Si le ciel t'a doue d'un rayon de genie, 
un jour tu sentiras l'aiguillon de l'envie. 

Au merite, aux succes toujours son fiel se joint. 
Travaille a l'exciter, mais ne l'irrite point. 

Si tu veux desarmer sa vengeance funeste, 

105. oppose a sa furie un air humble & modeste, 

Ainsi que la pudeur, de son doux incarnat 
colorant une Belle, augmente son eclat, 
la modestie ajoute au talent qu'on renomme, 
le pare & l’embellit: c’est la pudeur de l’homme. 

110. La modestie enchante, & l'amour-propre aigrit. 
C'est par le coeur qu'on plait bien plus que par l'esprit. 

Par des sues meurtriers ma paupiere offensee 
d'un travail serieux detournant ma pensee, 
ma plume vagabonde, a coups precipites, 

115. te trace en badinant, de sages verites. 

De toi seul occupe dans ce champetre asyle, 
je veux que mon loisir te soit encore utile. 

Mais que vois-je? Deja l'aurore au teint vermeil, 
par sa foible lueur preparant ton reveil, 

120 . me decouvre tes traits qu'un doux sommeil 
repose. 

Ah! je cours t'embrasser ... Mais j'hesite et je n'ose... 
(11 n'est pas terns encor que ton mil s'ouvre au jour.) 
Mon amour me defend cette marque d'amour. 


Confruntarea celor doua texte pune in relief asemanarea globala dintre ele, dar §i o serie 
de neconcordanjc frapante: ordinea expunerii este partial schimbata si 30 de versuri din poemul 
lui Royou - aproximativ 25% din corpul poemului - nu se regasesc in versiunea lui Freville. 
Alte 14 versuri, prezente la Freville, par a fi adaosuri in raport cu textul de referinta. in sfar§it, 
in versul 39 din varianta Freville : „Que la Rochefoucault, Labruyere, Adisson” numele 
renumitului iluminist britanic 37 se substituie celui al moralistului renascentist Pierre Charron 38 
(versul 50 din varianta Royou): Pentru a concluziona provizoriu, cele doua texte se prezinta ca 
identice semantic intr-o larga proporjie, dar prezinta ncconcordantc care necesita a fi explicate 
printr-un demers filologic. 

O analiza a modificarilor se dovcdcste de neinlocuit pentru a intelegc prin ce logica au devenit 
ele necesare. Sa procedam sinoptic §i comparativ, la identificarea §i la localizarea lor: 


Versiunea Jacques-Corentin Royou 


Versiunea Anne-Fran^ois-Joachim Freville 


5. Tu connois le destin des jumeaux de la fable. 
Ce couple tour-a-tour heureux & miserable, 
apres avoir foule l'Olympe radieux, 

& goute le nectar a la table des Dieux, 
victime d'une loi rigoureuse & fatale, 

10 . descendoit tristement sur la rive infernale. 
Embleme ingenieux dont le sens est tres-clair! 
Le ciel, c'est le plaisir; la peine, c'est l’enfer. 


1. Bientot, 6 cher enfant, ma pesante paupiere 
Helas ! va se fermer a la douce lumiere. 

Avant de nous quitter, pour que tu sois heureux, 
D’un sage ecoute et suis les avis precieux. 


37 Addison, Joseph (1672-1719), eseist, poet dramatic §i om politic britanic, moralist, psiholog §i umorist care s-a exprimat in 
paginile revistei Spectator. In eseurile sale, el a dat caracterelor tip expresia caracteristica a timpului sau. 

38 Pierre Charron (1541-1603), teolog, filozof, orator §i moralist, autor, intre altele (Trois verites , 1593; Discours chretiens, 
1600 etc.), al unui tratat despre inlelepciune, Traite de la Sagesse, in trei volume (Bordeaux, 1601). 
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50. Que la Rochefoucauld, la Bruyere, Charon, Que la Rochefoucault, Labruyere, Adisson, 

t'apprennent a sonder cet abime profond. 40. T'apprennent a sonder cet abime profond; 

70. D'homme adroit & ruse meprise le renom: 

Tout honnete-homme est franc; qui dit fin dit fripon. 

Souviens-toi bien, mon fils, que dans l’age avance 
60. Le present s’embellit des vertus du passe ; 

82. Ce souhait est celui d'une ardente amitie; 
il vaut mieux n'etre pas que d'etre sans pitie. 

Rien ne doit l'etouffer dans une ante sensible 

85. C'est une verite peut-etre, & bien horrible, j 

102. Au merite, aux succes toujours son fiel se joint. 

Travaille a l'exciter, rnais ne l'irrite point. 

A l’Etre-Supreme. 

Prosterne-toi, mon fils, devant TEtre-Supreme ; 
Reconnais en lui seul ton premier bienfaiteur ; 
L’Univers, tu le sens, ne s’est point fait lui-meme ; 
100. Et certes ce grand oeuvre atteste un grand auteur. 


Par des sues meurtriers ma paupiere offensee 
d'un travail serieux detournant ma pensee, 
ma plume vagabonde, a coups precipites, 

115. te trace en badinant, de sages verites. 

De toi seul occupe dans ce champetre asyle, 
je veux que mon loisir te soit encore utile. 

Mais que vois-je? Deja l'aurore au teint vermeil, 
par sa foible lueur preparant ton reveil, 

120me decouvre tes traits qu'un doux sommeil repose 
Ah! je cours t'embrasser ... Mais j'hesite et je n'ose... 
(11 n'est pas terns encor que ton mil s'ouvre au jour.) 
123. Mon amour me defend cette marque d'amour. 


Transcrierea celor doua texte in paralel pune in evidenja diferenjele dintre versiunea 
Royou, anterioara, si versiunea Freville, ulterioara, versiune pe care a folosit-o Ion Codru 
Dragu§anu. Este vorba de fragmente care exista fie numai in versiunea Royou (versurile 5-12; 
70-71; 82-84; 85; 102-103; 112-123, in total 28 versuri), fie numai in versiunea Freville 
(versurile 1-4; 59-60; 97-100, in total 10 versuri), fie in ambele versiuni, dar nu in forma 
identica (Royou, versul 50; Freville, versul 39). Aceasta confruntare a texte lor arata ca este 
vorba de unul §i acclasi poem, al carui autor este Jacques-Corentin Royou, republicat cu 
modificari de Anne-Fran^ois-Joachim Freville. Ipoteza unei variante a textului lui Jacques- 
Corentin Royou, de care sa fi dispus atat Freville cat §i traducatorul roman si in raport cu care 
textul traducerii sa corespunda sub aspectul fidelitajii (loialita(ii) §i al echivalenjei semantice, 
nu s-a confirmat. Anne-Fran 5 ois-Joachim Freville nu poate fi eliminat din aceasta ecuajie 
literara in care, incontestabil, a jucat rolul de interpolator, in ceea ce-1 prive§te pe Ion Codru 
Dragu§anu, intereseaza sa (ne) explicam de ce nu a facut public numele autorului textului 
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original, aspect deosebit de iritant, adevarata infractiunc la codul etic al traducatorului indcobstc 
respectat, la Familia. Reiese insa, din cele infapsatc pana aici, ca Ion Codru Dragu§anu nu 
cunostca de fapt adevaratul autor al textului, dat fiind ca acesta i-a parvenit, fara numele 
autorului, prin mijlocirea antologiei morale a lui Anne-Franco is-Joachim Freville unde nu se 
specified sursa textului. Acest fapt explica de ce traducerea lui Ion Codru Dragusanu nu 
menjioneaza informatiile editoriale ale textului sursa. Preluarea cu dezinvoltura a textului A 
mon fils de catre Freville echivaleaza in termeni reali cu trecerea textului in domeniul public. 
A§a stand lucrurile, chiar §i antologia lui Freville i§i pierdea caracterul de referinja viabila. 

Caracterul onest si scrupulos al lui Ion Codru Dragu§anu precum si cxpcrienta sa de 
documentarist 39 , de bibliotecar, dar §i de om de litere §i de publicist, fac inacceptabila ideea 
incalcarii din vinovata frivolitate a codului profesional al traducatorului §i ne indreapta spre o 
alta ipoteza privind optiunca de publicare a traducerii chiar in lipsa unor date Habile de 
identificare a textului de origine. Pentru a-i da forma si pentru a-i testa valabilitatea sa ne fie 
ingaduit sa abordam si din alt unghi de vedere aceste texte legate intre ele prin dubla relajie de 
interpolare §i de traducere si, de asemenea, sa punem traducerea dragu§aneana in contextul 
preocuparilor sociale ale scriitorului roman si in raportul ei cu momentul istoric. 

1. In primul rand sa adaugam cateva glose la rolul lui Freville, al carui text se alia la 
originea traducerii lui Ion Codru Dragusanu. Am vazut ca Freville este un compilator „in masa” 
§i, in raport cu textul lui Royou, si un interpolator. Ne putem intreba de ce nu a specificat el 
sursa. Anne-FranQois-Joachim Freville era un om insuflcpt de un ideal umanist care i§i lua 
materialul didactic de unde il gasea. Pentru el educajia trecea inaintea altor preocupari, artele si 
literatura nu erau decat auxiliare 40 pedagogice. El credea in supremajia si continuitatea operei 
de educate in folosul omenirii §i al individului singular, peste §i dincolo de framantarile §i de 
fracturile istoriei. Din motive ideologice lesne de intclcs, numele lui Royou pe care 1-a putut 
folosi ca referinja in 1792 41 , cand Franja mai era inca monarhie, a devenit nefrecventabil sub 
regimurile ulterioare, republican §i imperial. In slujba republicii, a imperiului ori a monarhiei, 
„trasaturile frumoase” de caracter erau acelea§i in viziunea lui Freville, si ele trebuiau cultivate 
cu acccasi consccventa la tineri. in prefaja la culegerea sa, el proclama precminenta proiectului 
pedagogic asupra schimbarilor societale: „Des mceurs, 6 mes amis ! rien ne nous dispense 
d’elles./On abroge les lois : les mceurs sont immortelles 42 .” Acestui ideal ii dedica Freville un 
numar considerabil de lucrari - compilapi, traduceri din engleza, metode didactice -, §i tot sub 
imperativul lui compune §i publica un roman celebru in epoca, avandu-i drept eroi pe fiul sau 
Emilian, disparut prematur la varsta de §apte ani, §i pe „delfinul” Eudovic al XVII-lea, Les 
Enfants celebres, care a cunsocut mai multe edijii, adaptate de fiecare data pentru a fi in 
concordanta cu ideologia dominanta. Accelerarea istoriei dupa Rcvolujic aduce in prim-planul 
actual itafi i problema educapei morale §i a formarii caracterelor ale carei instrumente 


39 Ca fost secretar §i interpret al unor persoane de vaza pe care le-a insotit in calatorii de-a lungul deceniului 1837-1848. 

40 Anne-Fran9ois-Joachim Freville (1749-1832), Beaux traits du jeune age..., p. Ill: „Ne cessons de le repeter: les sciences et 
les beux-arts ne sont que l'accessoire de l'education.” 

41 Anne-Franqois-Joachim Freville, Temple de la morale, ou Pensees gnomiques... {Ibid.). Gasim in aceasta culegere cateva 
versuri extrase din poemul A mon fils de Jacques-Corentin Royou: „Apprends l’art d’etre utile avec peu de moyens” (p. 20) ; 
„Tout honnete honime est franc ; qui dit fin, dit fripon” (p. 165). Aceasta dovede§te ca Freville cuno§tea identitatea textului, 
pe care insa a evitat s-o dezvaluie, din ra(iuni de securitate personala, dar mai ales din convingerea, coerenta cu ideile sale 
pedagogice, ca textul primeaza asupra autorului, precum morala asupra legilor ?i caracterul asupra oranduirilor politice. 

42 Anne-Franqois-Joachim Freville, Beaux traits du jeune age..., ibid., p. III-IV. 
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privilegiate sunt culegerile de „povestiri exemplare” extrase din carjile de istorie §i din operele 
morali^itilor. Autorii de astfel de culegeri pun accent pe cducapa cctajcncasca, iar cartilc de 
morala se inmuljesc. Invajatorii au ca misiune sa-i inveje pe elevi sa devina cetajeni model ai 
statului, fie el republica, imperiu ori monarhie. In prefaja volumului Beaux traits dujeune age..., 
Freville declara: „Ce nouvel ouvrage [...] tend a exciter de nobles sentiments dans le coeur de 
la jeunesse” 43 , povestirile reproduse in el avand drept personaje copii de acceasi varsta cu cea 
a presupu§ilor lui cititori. Cat despre intenjia care sta la baza alcatuirii culegerii, Freville 
declara: „nous avons particulierement insiste sur les qualites qui font fhomme, sur les vertus 
qui constituent la vraie gloire, encore, helas, si peu connue 44 ” si i§i exprima convingerea ca se 
cuvine a sadi in sufletul copilului, inca din leagan, ideea ca „tout l'esprit du monde, avec un 
mauvais coeur, n'est qu'un present fimeste, et qu'une bonne action vaut mieux que cent trophees. 
Ne cessons de le repeter: [...] Les saints devoirs, la reconnaissance, fhumanite, la bienfaisance, 
en forment l’objet principal, avec l’ordre, la justice et les moeurs, source de prosperites 
renaissantes, de force, de richesses, de grandeur, et fideles conservatrices des empires 45 .” Pe 
langa povestirile exemplare alese, Freville avea insa nevoie §i de un text care sa oglindeasca §i 
sa puna „in abis” nu numai volumul ca unitate totalizanta, ci insa§i relajia pedagogica in care 
i§i afla §i isi transmit „rosturile” gcncrapile in succesiunea lor. Textul lui Royou se oferea de la 
sine pentru o astfel de intrebuintarc, dar ostentajia numelui acestui autor risca sa prejudicieze 
proiectul. Freville a pariat pe text. 

2. Poemul lui Royou a fost publicat in 1785 in revista L ’Annee litteraire 46 . Continuare 
a revistei Lettres sur quelques ecrits de ce temps, fondata de Elie Catherine Freron, L ’Annee 
litteraire isi incepe aparijia pe data de 3 februarie 1754 si va aparea continuu pana la jumatatea 
anului 1790, cand i§i ia titlul semnificativ L ’Ami du Roi pentru inca doi ani de existenja. Sub 
forma unor scrisori Active, fiecare numar facea recenzia uneia sau mai multor lucrari recent 
publicate. in 36 de ani de existenja, L’Annee litteraire a recenzat injur de 12 000 de lucrari, 
jucand un rol considerabil in campul literar si in cel al gandirii in a doua jumatate a secolului 
Luminilor. in plus, ea a publicat §i un mare numar de lucrari originale. Rigorismul moral al 
epistolei A mon fils era in consonanta cu prolilul acestei reviste catolice si monarhiste. Autorul 
ei, Jacques-Corentin Royou, este fratele co-editorului revistei, Thomas-Marie Royou (1743- 
1792), zis „abatele Royou”. Dupa interdicjia de aparijie a revistei L ’Annee litteraire, el editeaza 
impreuna cu fratele sau „abatele Royou” revista L ’Ami du Roi (1790-1792), organul de presa 
ultramonarhist cel mai important, care s-a bucurat de un mare succes in epoca. Thomas-Marie 
Royou asigura din 1776 direcpa revistei L ’Annee litteraire, pana la interzicerea ei, in 1790. El 
succeda lui Elie-Catherine Freron (1718-1776), director al revistei de la fondarea ei pana la 
decesul lui in 1776, care o condusese cu fermitate ideologica dar si cu gust literar. Freron este 
chiar cel caruia Voltaire ii dedicase cunoscuta epigrama veninoasa : 

L’autre jour, au fond d’un vallon 

Un serpent piqua Jean Freron : 

Que pensez-vous qu’il arriva? 

Ce fut le serpent qui creva. 


43 Ibid., p. IV, preface. 

44 Ibid., p. III. 

45 Ibid., p. III-IV. 

46 Cu privire la aceasta revista, exista pana la ora actuala doua lucrari de ansamblu: Paul Van Tieghem, “L 'Annee Litteraire ’’ 
(1754-1790) comme intermediate en France des litteratures etrangeres, Slatkine Reprints , 1975 (1914); Dante Lenardon, 
Index de “L'Annee litteraire" 1754-1790 , Geneve, Slatkine Reprints, 1979. 
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„Abatele Royou” era var §i cumnat al lui Freron. Jacques-Corentin va lua §i el in casatorie o 
fiica a lui Freron. Dupa cum se poate remarca din acest succinct excurs, inrudirea de idei §i 
rudenia de sange joaca un rol deosebit in aceasta familie ai card membri imparta§eau simpatii 
monarhiste si, prin urmare, contrarcvolujionarc. Dupa interzicerea revistei L ’Ami du Roi §i 
moartea „abatelui” Royou (1792), dupa alte colaborari virulent monarhiste care 1-au costat o 
deportare pe insula Rhe, Jacques-Corentin Royou se consacra tot mai mult lucrarilor sale de 
istoric 47 si de om de teatru 48 . 

3. Poemul A mon fils - sursa traducerii lui Ion Codru Dragu§anu prin intermediul lui 
Anne-FranQois-Joachim Freville - este imediat publicat in numeroase alte reviste §i culegeri 
literare ale vremii 49 , iar ulterior diverse manuale, carti de gramatica §i retorica precum celebrul 
Le Gradus frangais sau Dictionnaire des belles-lettres preiau din el exemple de limba clasica, 
de prozodie exemplara, de clocinta poetica 50 . In sfar§it, pentru a incununa totul, in chiar anul 
publicarii (1785), epistola va fi tradusa in limba latina §i publicata de catre elevii unei clase de 
retorica de la College royal d’Orleans indrumati de poetul Laurent-Pierre Berenger 51 . in tomul 
III din ace Iasi an al revistei L ’Annee litteraire aflam un text de mul turn ire din partea redactici 52 
§i un cuvant de gratitudine al lui Jacques-Corentin Royou insu§i adresat elevilor traducatori. 
Vizibilitatea si potenjialul pedagogic ii confera acestui text o vocalic, de lucru public, deci 
apropriabil, manipulabil. in versiunea originala (123 versuri), poemul comporta un prolog cu 
referinje mitologice (12 versuri) si un epilog care il pune in scena pe tatal presupus a scrie 
epistola in vreme ce vegheaza somnul fiului sau (de asemenea, 12 versuri). Aceste doua par(i 
sunt resimjite de la inceput ca oarecum superfetatorii, §i nu ne surprinde sa vedem poemul 
reluat, de pilda de Le Mentor vertueux, moraliste et bienfaisant 53 , la numai trei ani de la 
publicarea initiala, amputat de strofa epilog. Urmatoarea parte sacrificata va li incipitul 
mitologizant, devenit si el vetust odata cu dezafectarea doctrinei clasice in numele modemitajii. 


47 Opera sa de istoric este mai cu seama cea a unui vulgarizator: Precis de Vhistoire ancienne d’apres Rollin, 1802 

(reed.1811, 1826) ; Histoire du Bas-Empire, 1803 (repr. 1814) ; Histoire des empereurs, 1808 (reed. 1826) ; Histoire romaine 
depuis la fondation de Rome jusqu ’au regne d’Auguste, 1809 (ed. noua, 1824); Histoire de France depuis Faramondjusqu 'a 
la vingt-cinquieme annee du regne de Louis XVIII (1819); Developpement des principals causes des principaux evenements 
de la revolution, precede d’un choix des apophtegmes des anciens avec quelques notes, 1823 (ed. a doua cu titlul De la 
revolution frangaise, ses principales causes et ses principaux evenements (1830). 

48 Ca scriitor dramatic, el pune in scena propria sa tragedie, Phocion (1817). Alte piese : Le Frondeur, comedie intr-un act, in 
versuri (1819) ; Zenobie, tragedie in cinci acte, in versuri (1821) ; La mort de Cesar, tragedie in cinci acte (1821). 

49 Almanack des muses ou choix de poesies fugitives, Vol. 22, Delalain, 1785, p. 231-235; L'Esprit des journaux frangais et 
etrangers,par\ine Societe de gens-de-lettres, Paris, Valade, 1785, Vol. 134, p. 261-264; Le Mentor vertueux, moraliste et 
bienfaisant, Paris, Nyon, 1788, p. 485-489; Capelle et al. : Petite encyclopedic poetique, ou choix de poesies dans tous les 
genres: Epitres morales et serieuses, Capelle et Renand, 1804, p. 75 etc. 

50 Citim astfel in L'Annee litteraire, annee MDCCLXXXV, tomul I, Scrisoarea a Il-a despre Almanack des Muses 1785: 
„C'est toujours une fonction tres noble que celle de renfermer en vers precis & harmonieux de grandes verites & les leqons 
sublimes de la morale: e'est ce qu'a fait avec succes M. Royou, Avocat au Parlement de Bretagne dans ses avis a son fils; sa 
maniere est franche & du meilleur gout; beaucoup de ses vers ont la justesse & l'elegance necessaires pour se faire retenir & 
devenir proverbes.” Se dau ca exemple versurile 32, 69, 97-100. 102-108 din poemul lui Royou. 

51 Henri Herluison, Recherches sur les imprimeurs & libraires d ’Orleans. Recueil de documents, pour servir a Vhistoire de la 
typographic et de la librairie orleanaise, depuis le XIV siecle jusqu ’a nos jours (sous len°515),p. 133 : Traduction en vers 
latins de l’epitre de M. Royou a son fils, insere[e] dans l’Annee litteraire, n° 1, par MM. les ecoliers de rhetorique du college 
royal d’Orleans. Orleans, Couret de Villeneuve, 1785, in-8°. 

https://ia802707.us.archive.Org/8/items/recherchessurle00herlgoog/recherchessurle00herlgoog.pdf 

52 L ’Annee litteraire, t. Ill, 1785: „Traduction en vers latins de l’Epitre de M. Royou a son fils , inseree dans VAlmanach des 
Muses & dans l'AnneeLitteraire, n° 2, par MM. Les Ecoliers de Rhetorique du College Royal d’Orleans. A Orleans, de 
rimprimerie de Couret-de-Villeneuve, Imprimeur du Roi” (p. 136-138) §i „Reponse de Royou” (Ibid., p. 139-140). Royou i§i 
semneaza raspunsul : „Royou, Avocat-Procureur-Fiscal a Quimper, en Bretagne.” Ini(iatorul traducerii era profesorul de 
retorica Laurent Pierre Berenger (1749-1822), el insu§i poet §i moralist. 

53 Le Mentor vertueux, moraliste et bienfaisant, Paris, Nyon, 1788, p. 485-489. 
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Una peste alta, poemul se elibereazS repede de aceste douS parti care nu-1 servesc, plStind cu 
acest prej ca§tigul de lizibilitate §i sansa de a se ridica panS la o scmnificapc universalS, 
atemporalS. Astfel il gSsim in culegerea Beaux traits du jeime age. Suivis de I'histoire de Jeanne 
d'Arc et du pantheon des enfans celeb res, publicat de Anne-Franco is-Joachim Freville 54 in 
1813: fSrS strofele de incipit §i explicit, fSra semnStura autorului si prezentand incS cateva 
modificSri, asa cum am arStat mai sus, in tabelul nepotrivirilor dintre cele doua texte. 

4. Nu avem motive sS ne indoim cS Ion Codru Dragusanu a avut la indemanS unul din 
aceste volume ale lui Freville pentru a-§i executa traducerea. DimpotrivS ! Pentru a face aceastS 
afirmatic, ne bazSm nu numai pe larga circulate a cartii franceze in provinciile de limbS 
romanS, foarte francolile §i cu elite francofone active, inclusiv in Transilvania, cat mai ales pe 
cxperienta lui Ion Codru Dragusanu de invajator, pentru scurt timp, la Puteaux in Franja, §i in 
special pe cea de bibliotecar sub patronajul doamnei Bloum Babejac, pe care o descrie in 
Peregrinul transilvan 55 . Conformitatea de detaliu a traducerii cu textul sursS nu lasS loc 
indoielii. De pildS prezenja acelei „inchinSri” finale, adSugatS de Freville insu§i si care exists 
§i la Ion Codru Dragusanu. Sa comparSm, de asemenea, versurile 50-51 in originalul lui Royou : 

Que la Rochefoucauld, la Bruyere, Charon, 
t'apprennent a sonder cet abime profond. 

cu versurile corespunzStoare din textul lui Freville (39-40) §i cu cele ale traducerii (48-49): 

„Que Larochefoucault, Labruyere, Adisson, „In a ta vietia aibi de indreptariu 

T'apprennent a sonder cet abime profond” Pre Larochefoucault, La Bruyere, Addison”. 

Nu numai ca numele evocate se scriu diferit, la Royou, pe de o parte, §i la Freville / Codru 
Dragusanu, pe de alta, dar nici nu mai sunt acelea§i : numele lui Charron a dispSrut, fara indoialS 
considerat depart ideologic, §i o referinja britanicS i s-a substituit, adevarata „semnatura 
implicita” a lui Freville, admirator al literelor britanice, modilicari preluate identic de Ion Codru 
Dragusanu. Acesta este a§adar textul de care s-a servit Ion Codru Dragusanu ca sursa pentru 
traducerea sa. Cu toate acestea, autorul este Jacques-Corentin Royou §i nu Freville. Ion Codru 
Dragusanu nu a cunoscut textul primei publicari, cea din 1785. Sedus de continutul moral pe 
care dorea sa-1 incctatcncasca in limba romana, el trece peste scrupulele traducatorului 
publicand textul fara numele autorului, sub cheza§ia, am putea zice, a lui Anne-Fran$ois- 
Joachim Freville, atat unul cat si celalalt situandu-se mult deasupra meschinei galceve a 
drepturilor intelectuale prin supunerea lor fa|a de idealurile umaniste cele mai inalte. 

5. Ion Codru-Dragusanu publica traducerea sa la inceputul lunii noiembrie 1865. 
Contextul socio-politic este cel al perioadei de tranzifie, numita §i neo-absolutismul austriac 
care cunoa§te o scurta perioada liberals in anii 1860-1867. Aceasta permite partidelor, infiripate 
chiar in ace§ti ani, sa lucreze pe un teren constitutional pentru allrmarca identita(ii nationalc si 
pentru participarea la viata publica a tuturor natiunilor transilvane. Este un moment istoric in 
care prinde forma spcranja intr-o viafa democratica liberals, intr-o societate instruitS, civilizatS. 
Imperativul momentului este acela al construirii individului demn §i fericit, al cetSfeanului. in 
poemul tradus de Codru DrSgusanu se pune accentul pe valoarea individuals, pe calitSfile 
personale corespunzStoare profilului moral tipic al cctStcanului in raport cu sine si cu societatea, 


54 Noi ne-am servit de edi^ia a patra, Paris, 1824, unde textul se afla la paginile 281-285. 

55 Ion Codru Dragusanu : Peregrinul transilvan. Edi^ie ingrijita de Romul Munteanu, Editura de Stat pentru Literatura §i 
Arta, Bucure§ti, 1956, scrisoarea a XXII-a, Paris, mai 1842, p. 162-164. 
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cu statul si cu divinitatea. Acest profil este cel al omului desavar§it al timpului sau. Traducerea 
poemului vizeaza emergenja unui ideal uman - un honnete homme transilvanean §i roman - ale 
carui trasaturi le si schijeaza. In 1865, gandirea sociala a lui Ion Codru Dragusanu §i programul 
general al revistei Familia, care ii ofera tribuna sa, coincid §i creeaza sinergii. Afi§and un 
program literar dar §i social, adresandu-se lice arc i familii romane^ti in parte, dar §i familiei mai 
mari a natiunii, Familia lui Iosif Vulcan (1841-1907) este unul din factorii determinant ai 
tumantei culturale a romanilor din Ardeal in a doua jumatate a secolului al XlX-lea. De§i Iosif 
Vulcan garanta formal caracterul apolitic al revistei, scopul acesteia era realizarea unui program 
de amploare sortit sa schimbe din temelii, alaturi de alte institujii §i fundajii romancsti, 
abordarea temelor nationale in cadrul imperiului central-european. Familia trebuia sa fie 
„cronicarul fidel a tot ce se petrece relativ la mi§carea culturei noastre” 56 ; „organ al 
mi§camintelor viejii sociale romane§ti” 57 , sa ajute la progresul cultural §i material al victii 
sociale „fara de care nici o natiunc nu poate propa§i” 58 , §i nu mai pul,in o instanja de educate 
morala §i civica si de formare a caracterelor. §antierul deschis astfel este imens. Ridicarea 
nivelului cultural al poporului este pentru Iosif Vulcan o prioritate absoluta. „Temelia unei 
najiuni e poporul. Dansul e isvorul, razemul inteligintci. Daca voim sa existam, sa maintain si 
sa inflorim, trebuie sa ne intarim temelia. Temelia noastra, poporul, numai prin instruejiune se 
poate intari. Sa instruim dara poporul ! inaintarea invatamantului poporal ! - aceasta sa ne fie 
deviza 59 !” 

Traducerea propusa de Ion Codru Dragusanu se inscrie in acest program, sustinand 
instruirea, dar §i dezvoltarea constiinjci morale a individului §i simjul de solidaritate sociala. 
Cu toate ca experienta lui de invajamant este fragmentary §i concentrate mai mult in perioada 
tinerejii 60 , Ion Codru Dragusanu combina entuziasmul cu pragmatismul pentru a ameliora 
condijiile educarii tinerei generajii. El vede in educate o adevarata §ansa de emancipare 
najionala, §i va pastra pana la starsitul viejii aceasta preocupare centrala devenind, pe masura 
ce inainta in varsta un educator national, in special prin intensificarea notei etice care nu este 
niciodata straina pedagogului. Calitatea de functionar al statului il pune intr-o pozijie potrivita 
pentru a observa societatea, dar si pentru a interveni printr-un program de pedagogie sociala. 
Acesta s-a edificat treptat intr-o forma bipolara, cei doi factori determinant fiind familia si 
invajatorul:, jnvatatorul public e de necese loc(iitorul statului §i loc(iitorul parintilor totdeodata. 
Datorintclc sale catre stat sunt de a forma cctatcni virtuosi, cu caracter, cu patriotism, cu inima, 
cu cunostinjc; datorinjele sale catre parinti sunt de a forma crcstini buni, oameni sociabili, cu 
moralitate, oncsti 61 •” Pe de alta parte, familia are indatoririle ei fa|a de copil: „Pre(iosul nume 
de parinte se cuvine unui tata sau unei mume de familie, ce §tie a create copii, cum zice 


56 Lucian Drimba, Iosif Vulcan, Ed. Minerva, 1974, citat de : Marin Chelu, „Precuvantare” 
file:///C:/Users/mircea/Desktop/Colloque%20Mavrodin 4- 

5%201 l%2016/Pour%20redaction/revista%20Fannlia/www.IosifVulcan.ro%20%20%20Marin%20Chelu%20%20%20Precu 

vantare%20%20%20Iosif%20Vulcan%20%20%20Fanfaronii.html [13.01.2017] 

57 Ibid. 

58 Ibid. 

59 Familia 41, 1880, p. 261. Ortografie actualizata. 

http://documente.bcuclui.ro/web/bibdigit/periodice/familia/1880/BCUCLUJ FP 279290 1880 016 41.pdf 

60 Exceptand perioada profesoratului la boierul Sache la Targovi§te, apoi cea a preceptoratului in casa lui Ion Campineanu pe 
langa tanarul Campineanu, pe cea de institutor debutant la Puteaux in Fran[a, mai semnificativa este perioada de inva[amant 
de mai bine de un an de la Ploie§ti. 

61 „Cuvint scolastic pronun[at in 15 noiembrie 1847 cu ocaziunea deschiderii ^colilor in Ploie§ti”. Universul, nr. 1848. Ion 
Codru Dragusanu, Peregrinul transilvan, Edi[ie ingrijita ?i prefa[ata de Romul Munteanu, Bucure§ti, Editura de Stat pentru 
Literatura §i Arta, 1956, p. 267-273. 
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Scriptura, in frica lui Dumnezeu, in moralitate perfects, in amoarea virtujei, ii doteazS cu toate 
cunostinjclc necesare §i n-are alt scop decit a-i face sS vieze ferici in astS lume de jos, 
preparandu-i pentru cea de sus. Un pSrinte ce n-ar avea un scop ca acesta, nici n-ar fi demn de 
numele ce poartS. 62 ” Cele douS institujii trebuie sa colaboreze pentru a contribui la implinirea 
destinului individual si social al copiilor, adicS la fericirea lor. Ion Codru DrSgu§anu formuleazS 
urmStoarea definite a fericirii: „SS vedem cum injelegem noi fericitatea pSminteascS. Nu 
cumva stS ea in bani mulji, in avujii insemnStoare, in ornamente prejioase, in plSceri nemSsurate 
? Nu, domnii mei, nu, nicidecum ! AdevSrata fericitate nu sta in aceste lucruri de§arte, 
trecStoare, cine o cautS in ele rStSce§te; ele nu sunt de ajuns pentru om. Fericitatea cea adevarata 
sta chiar in inima omului, in constiinta sa, in sentimentul virtutei, ea sta in curatia cugetului, in 
pacea dinSuntru, in muljSmirea cu soarta sa. Acestea sunt fundamentul fericitSjii temporare, 
domnii mei, acestea-s tezaurile cu cari fiece adevSrat parinte are sS-§i doteze copilul sSu, 
voindu-i fericitatea. 63 ” Ace§ti Hi, dcvcniti ei in§i§i parinp, urmeazS sa continue ciclul, initiind 
un nou progres: „Din fiii nostri sa formam oameni propa§itori, adevarati parinti de familie. Spre 
aceasta ne trebuie insa c restore buna, numai prin dinsa vom regenera, numai prin dinsa ne vom 
radica intre popoare. 64 ” increzator in scurtul moment de liberalizare a socictatii, el considera ca 
a venit momentul pentru a schimba starea lucrurilor: „A venit timpul, domnii mei, timpul mult 
dorit l-am ajuns, e in faja. Timpul luminarii si al dezmortirii a venit §i pentru noi rominii. Amar 
noua, de nu ne vom folosi de dinsul spre a ne lumina, spre a ne dadica, spre a ne arata si noi 
lumei. 65 ” Ideea lui este de a forma o generatie noua, „aparata de erorile, defectele si vijiilc” 
celei vechi, mai ales prin buna crcsterc, superioara invajaturii, care poate fi uneori numai o 
condamnabila „spoitura desearta” 66 . Cheia de bolta a acestui proiect moral consta in rcnastcrea 
virtujilor ancestrale ale poporului roman: „Virtutea strabuna sa ne fie jinta tendinjelor 67 ”. 
Traducerea si publicarea epistolei lui Royou/Freville se preta la idealurile pedagogice §i sociale 
ale traducatorului transilvan, contopind intr-un ecou tarziu catehismul umanist al Luminilor, 
aspirajia de dezvoltare spirituals §i eticS a individului ca miez al infloririi personal itSjii umane. 


61 Ibid., p. 269. 

63 Ibid. p. 269. 

64 Ibid., p. 270. 

65 Ibid., p. 272. 

66 Ibid., p. 273. 

67 Ibid., p. 272. 
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THE ETHICS OF ANA BLANDIANA’S PROIECTE DE TRECUT AND THE 
ESTHETIC EXORCISM OF TRAUMA 


Simona Antofi 

Prof., PhD, "Dunarea de Jos" University, Galati 


Abstract: Proiecte din trecut (Projects from the Past) enhance a mythical re-writing of the traumatic 
experience lived by a group of wedding participan ts, brutally deported to Baragan (actually, it is about 
the ethically exorcism through Ana Blandiana's writing), who convert the survival strategies to genuine 
reaction against the communist regime. 

Keywords: parable, deportation, recuperation through writing, totalitarian regime, traumatic 
experience. 


Binecunoscuta publicului avizat ante si postdecembrist, Ana Blandiana se bucura de 
reputatia unui scriitor definitive atasat imperativului etic al literaturii vazute ca forma de 
evaluare onest-obiectiva a Istoriei: „Ca scriitoare, Ana Blandiana nu a uitat niciodata ca a fost 
§i este si un om public, unul care are de spus ceva ca martor al timpului trait impreuna cu altii. 
Mai rar cineva care sa ingemaneze calitafi considerate, de obicei, contrarii: in poezia ei domina 
un lirism reflexiv, o nostalgie si un sentiment al linistii spiritualizate, combinate firesc cu 
mesajul de ordin moral §i uneori politic, bine limit §i limpede exprimat. Timpul scrisului e un 
timp al traitului, dar si acel interval necesar filtrarii, reflecfiei §i regasirii unui echilibru intre 
emotic, rcactic la cald §i punerea unei distance care sa le evalueze in alt plan, fara a le dilua cu 
totul, fara a le stinge. Verbul Anei Blandiana se anima din ele, chiar si atunci cand tonul este 
unui sententios sau analitic. Exista deopotriva in ce spune §i face acel dozaj necesar de pasiune 
care da senzatia binefacatoare de viu, intr-o lume a stereotipurilor §i a limbajului inghefat, a 
artificiului pretentios si narcisic, a unui alexandrinism vlaguit de substanfa sau a cinismului 
rece.” 1 

Primit cu interes de catre critica de specialitate, volumul de proza al poetei - Cele patru 
anotimpuri. Proiecte de trecut - retine atentia prin congruenta reusita dintre coloratura 
fantastica a celor mai multe proze si aderenta la real a altora, chiar daca mediate de 
instrumentual scriptural al rememorarii la doua maini : „Proiecte de trecut se deschide spre 
planul social, adevaratul mecanism generator al epicului, pentru a oferi un complex sistem de 
oglinzi in care se reflecta veridic o intreaga epoca. Faptele se petrec in deceniul §ase, autoarea 
poveste§te ceea ce a auzit de la un martor al evenimentelor, spectaculoase acum, antrenante, 
relatate intr-un ritm alert; are loc aici ceea ce a§ numi o epicizare a naratiunii, diferita mult de 
poetizarea, pe alocuri obositoare, din celelalte texte ale primelor carp. Doua sint componentele 
structurale ale acestei admirabile nuvele; mai intii, o confruntare intre doua generafii, departate 
ca virsta dar apropiate in instanfa memoriei de o aceea§i realitate sociala: in ceea ce unii au trait, 
ceilalfi vad doar «un decor de teatru stilizat §i redus la linii simbolice»: dupa ce istoria §i-a rostit 


1 Smaranda Vultur, Ana Blandiana sau despre timp ca intensitate, in „Revista 22”, 21 ianuarie 2014, disponibil la adresa 
http://www.revista22.ro/ana-blandiana-sau-despre-timp-ca-intensitate-36912.html - accesat la 1.01.2017. 
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verdictul - si cit de amplu dellnitiv in acel timp! ramine rostirea omului in care se cuprind 
toate adevarurile cele adevarate, atit ale istoriei, cit si ale llintci inse§i.” 2 

Proza Anei Blandiana poarta amprenta ireductibila a mainii care scric si este, tocmai de 
aceea, in mare masura, o proza poetica, a carei poeticitate intrinseca este, in axcest caz, 
consolidate de fantastic. Atunci, insa, cand poeta se opreste asupra realitatii - si nu orice fel de 
realitate, ci una puternic marcata de memoria posttotalitara tradusa in/prin specificitatea unor 
experinete collective sau individuale, scriitura Anei Blandiana asi adauga o component 
distincta, si anume acuratetea privirii sensibile la detaliile profund umane, la frumusetea bruta 
a luptei pentru supravietuire, la izbanda umanitatii contra constrangerilor exercitate de statul 
totalitar. 

In secventa intitulata, vizibil oximoronic, Proiecte de trecut 3 , este relatata/rememorata 
o istorie ne-personala, cu valoare emblematica prin context, circumstante si protagonist, legata 
de campia Baraganului - spatiu al deportarilor din perioada comunista. Povestea este istorisita, 
mai intai, de una dintre victimele deportarii, unchiul Emil. Este povestea unui grup de nuntasi 
- incluzand, aici, si mirii - care sunt ridicati pe nepusa masa, in toiul petrecerii, intr-o perioada 
cand oamenii dispareau o vreme, odata ridicati, si reveneau (sau nu), dupa un timp, cu totul 
schimbati - si, cu putinele bagaje pe care reusesc sa le adune, sunt descarcati din camionae in 
mijlocul Baraganului. Sunt, apoi, lasati sa se descurce sau sa moara: „Ceea ce voi povesti nu 
mi s-a intamplat mie. Pe vremea aceea, eu eram copil si auzeam doar din cand in cand ca li s-a 
intamplat altora, fara a intelege prea bine despre ce e evorba. Daca mi-a ramas totusi ceva in 
minte din acea perioada este cuvantul Baragan, aureolat fara doar si poate de tot cde trezeslte 
groaza in mintea unui copil obisnuit sa nu se mai sperie de balauri si de zmei, de fantome si 
vrajitoare, ci - mult mai misterios si tocmai de aceea infinit mai inspaimantator - de cuvinte 
obisnuite rostite de cei din jur cu o spaima care, neinteleasa si amplilicata, I se transmitea si 
lui.’’ 4 

Legenda terifianta a Baraganului se construieste, prin urmare, atat din perspectiva 
copilului inspaimantat, ce nu poate intelege efectul devastator al rostirii acestui cuvant asupra 
adultilor, teroarea difiiza pe care o simte si el, cat si prin recuzarea discursului. Autoarea pune 
in pagina, astfel, memoriile/rememorarile profund marcate de trauma anilor de exil in campia 
pustie, ca si de trauma reintoarcerii la fel de neasteptate si de brutale la civilizatie - ale altcuiva, 
simultan cu o dezbatere etica asupra sensurilor cuvintelor, detumate, si acestea, intr-o lume 
smulsa din tatani: „Aceeasi mirare, mai curand neincrezatoare si suspicioasa, am incercat-o 
atunci cand am citit pentru prima data intr-un dictionar sensurile unui cuvant care parea ca 
inseamna protective, aparare, paza, dar, desi limpezi si cu aparenta de obiectivitate, definitiile 
dictionarului mi se pareau oarecum suspecte, ca si cum, in cine stie ce scopa r fi incercat o 
detumare ilicita a sensului adevarat si stiut mai demult.” 5 

Resemantizarii fortate a cuvintelor i se adauga imaginea cladirii militiei, fosta institutie 
habsburgica, cu ferestrele vopsite in alb, cu gratii, care din afara parea nelocuita si care 
reprezinta pandantul perfect al derivei semnificatiei - si a functiei de a semnifica - a 
semnelor/obiectelor/cuvintelor dintr-o lume pe dos. Se adauga, aici, o perspectiva 
complemenatra asupra faptelor si a oamenilor, care vine si cu o retorica, ba chiar si cu o 
semantica proprie, aceea a lumii pe dos, pe care adultii o inteleg, o descifreaza correct si de care 
se tern. Este, aceasta, o perspectiva stratificata in care, la primul nivel, se afla istorisirea 
unchiului Emil, iar la al doilea, re-interpretarea acesteia in grila mitica, sustinuta de o etica 
implicita a scriiturii literare aici in discutie: „Povestea a inceput cu o nunta. Mai precis, cu 


2 loan HOLB AN - Literature! Anei Blandiana, in Convorbiri literare”, 28 aprilie 2014, disponibil la adresa 

http://convorbiri-literare.ro/?p=2495 - accesat la 1.01.2017. 

3 Ana Blandiana, Cele palm anotimpuri. Proiecte de trecut, Ed. Art, Bucuresti, 2011. 

4 Idem, p. 196. 

5 Idem, pp. 196 - 197. 
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plecarea mai multor invitati, intr-una din primele duminici de octombrie ale anului 195... la 
petrecerea din satul miresei, aflat la cateva zeci de kilometric de orasul nostrum. De terminat, 
s-a terminat unsprezece ani mai tarziu, odata cu intoarcerea la casele lor a anuntatilor sau a celor 
care mai ramasesera dintre nuntatii de atunci, iar timpul inscris in aceasta absurd acolada 
reprezinta nu numai durata intamplarii, ci insusi sensul ei.” 6 7 

Prim simbol rastumat, masa de nunta, incarcata cu bunatati, si care va devein centrul 
unuia dintre cosmarurile recurente ale deportatilor ce sufera de frig si mai ales de foame. 
Oprirea si perturbarea tragica a timpului se face odata cu sosirea reprezentantilor autoritatii. 
Acum incepe o alta cronologie, mitica si livresca, caci deportatii incep, dupa modelul lui 
Robinson Crusoe, agrementat cu un dozaj puternic de absurd - in planul scriiturii, si de teroare 
difuza - in plan diegetic, o cu totul alta viata: „Tot ce tin mai bine minte din acea prima parte 
dinaintea plecarii - imi spunea unchiul Ernie - este felul in care incremenisera cu totii in clipa 
intrarii pe poarta a noilor sositi: vornicelul, mireasa, mirele, nasii, nuntasii, femei si barbate, 
intorsi cu totii pe jumatate, cu veselia nestearsa inca de pe figura, dar cu spaima adancindu-li- 
se in cohi, instelegand inainte de a fi avut timpul s-o faca, opriti din cursul exitentelor lor diverse 

Exilatii, in numar de noua, sunt parasiti in mijlocul campiei, dandu-li-se doar cateva 
sape, cazmale si greble. Instinctul bun al exilatilor ii uneste si ii ajuta sa supravietuiasca, 
intelegand cu totii ce li se intamplase de fapt. Adaptarea la node circumstante se face repede - 
gasesc o fantana cu cumpana, aduna cu grijasi inventariaza ceea ce putusera lua cu ei, in cele 
doua ore care le fusesera date, mai cu seama semintele. Mai intai, blocheaza si rup legaturile, 
mental, cu existenle lor anterioare: „Avusesera nevoie de zilele si noptile acelea in care sa nu 
se intample nimic, pentru ca obisnuintele si reprezentarile despre lume, traumatizate si 
rasturnate deodata, sa se reaseze si sa reinceapai sa functioneze in alt fel (...).” 8 

Apoi, cei sase barbati si cele trei femei aduna laolalta o zestre a obiectelor ce se vor 
dovedi de mare pret, in pustieteatea Baraganului: „Perne, tigai, scrumieire, cartofi, creionae, 
linguri de lemn, camasi, cani de lut, pahare, carnetele pe jumatate scrise, cratite, borcane, paturi, 
catrinte, panglici, bomboane invelite in celofan, bucati de sapun de rufe facut in casa, masina 
de ras, furculite, lumanari de nunta, o cutie de crema de ghete plina de cuie, antinevralgice, 
deschizatoare de conserve, (...).” 9 Adevarata area a lui Noe a obiectelor, ea prezideaza o noua 
intemeiere, simbolica si grava, a lumii. Se aduna, apoi, o punga cu fasole, un stiulete de porumb, 
o funie de ceapa, alata de usturoi, busuioc si marar uscat, cartofi, cateva nuci si prune uscate, si 
mai ales boabele de grau care fusesera aruncate, in semn de belsug, asupra mirilor, la iesirea 
din biserica, si care se prinsesera in voalul, in parul si in rochia miresei. 

Oamenii adunati printr-un tragic hazard in pustietatea Baraganului sunt complet diferiti 
- un preot batran, mireasa - invatatoare la tara, mirele - professor de stiinte natural, tusa Turica, 
profesoara dee matematica, unchiul Emil, profesor de istorie, vornicul, padurar de meserie, 
Culai, tanar taran brutal despartit de sotie, nana Salomie - care-si face rugaciunea de duminica 
singura, pe camp, imbracata in hainele cele bune, pastrate doar pentru a sta de vorba cu 
Dumnezeu si pentru inmormantare („pornea, intr-adevar, dupa ce ii salute cuviincioasa, pe 
camp, mergand cateva sute de metri hotarata, ca si cum ar fi avut o tinta precisa, asezandu-se 
pe marginea santului apoi, dupa ce isi intinsese mai intai sub ea o batista si sezand nemiscata, 
mai multe ore, cam cat ar fi stat la slujba, pentru ca apoi sa se reintoarca la fel de hotarata, cu 
aerul linistit al datoriei implinite.” 10 ), si badea Ricanu - prescurtarea poreclei Americanu, 
povestitorul grupului. 


6 Idem, p. 198. 

7 Idem, p. 199. 

8 Idem, p. 201. 

9 Idem, p. 202. 

10 Idem, p. 205. 
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Regulile de supravietuire sunt, pe insula simbolica a deportatilor, putine si severe: 
oamenii aduna si mananca cu indarjire radacini si buruieni uscate, apara cu incapatanare banca 
de seminte - de harciogi si de pasari, vaneaza un mistret („Nu puteam, de fapt, sa-mi inchipui 
cu adevarat aparitia acelui mistret, flamand probabil si el, ratacit si purtat de cine stie ce 
disperare neinteleasa de om pana in nametii din jurul colibei unde, bolnavi cu totii, cu febra si 
nemancati de cateva zile, renuntasera sa mai lupte si zaceau in jurul focului de lemne ude.” 11 ), 
vazand in el miracolul - trimis anume pentru a-I ajuta sa supravietuiasca. Printr-o ingenioasa 
si, in egala masura, simbolica mise en abime povestirile Americanului redeseneaza, in New- 
York-ul vazut cu ochii celor cinci barbate plecati din satul lor, vechea istorie a exilului. 

Primavara, odata cu aparitia buruienilor comestibile - stevie, urzici, loboda, untisor, 
deportatii incep sa-si cultive o gradina aproape adamica, in apropierea fantanii, si sa-si 
construiasca o casa. Hrana si adapostul dau, impreuna, sansa supravietuirii acestei micro- 
comunitati enclavizate nu atat prin teama de moarte - cu ea se confruntasera, deja, de mai multe 
ori - ci prin teama de a nu fi sufficient de puternici pentru a supravietui: „Ajunseseram, 
bineinteles, acolo printr-o uriasa si arbitrara interventie din afara, dar in cadrul acestei hotarari 
exterioare de noi depindea daca vom muri sau nu. Ni se lasase libertatea acestui arbitraj.” 12 Si 
inca: „Nu neg ca pe aceasta intelegere a situatiei se bazau si cei care ne adusesera acolo si ca 
eram constienti ca unul dintre cele mai importante atuuri ale lor era aceasta cooperare acceptata 
de noi: faptul ca noi intelegeam ca numai intselegand ne puteam salva si intelegand renuntam 
dinainte sa ne mai opunem.” 13 ; „Mai exact, totul se petrecea ca si cum o corabie ne-ar fi debarcat 
pe o insula pustie si ne-ar fi parasite acolo, lsandu-ne in seama propriei noastre capacitate de 
supravietuire, (...).” 14 

in tennenii lui loan Holban, ia nastere, astfel, o „realitate de gradul al doilea” 15 , bazata 
pe o „experienta fundamentala” - nu in ordinea istoriei, ci a universului, angajand, adica, cele 
trei momente fundamentale, arhetipale: nasterea, moartea, in pofida mecanismului social deviat 
spre absurd. 16 

Marcat definitive de obsesia - grija pentru plante, unchiul Emil va ramane pe viata un 
devotat al ingrijirii lor, „un convalescent plin de bunavointa de a se vindeca, aproape vindecat 
chiar, dar neinstare sa uite vreodata ca a fost bolnav, neinstare sa inceteze a-si raporta orice 
moment al vietii la boala care ii marcase destinul.” 17 Re-adaptarea la societate este, cu alte 
cuvinte, imposibila. 

Un nivel distinct de cel memorialistic prorpiu-zis/factual, al textului, are functia de a 
lamuri sensurile pro fund umane ale intamplarilor si de a dirija, discret, lectura in grila mitica: 
„Pentru ca ceea ce descoperise cu adevarat in insula sa, si ceea ce nu avea sa mai uite dupa 
aceea, era importanta legilor cosmice ale naturii in fata bietelor reguli incropite mereu in graba, 
mereu derizorii si discutabile, ale istoriei.” 18 Asa se explica, de pilda, rezistenta fizica pe care 
o dobandesc exilatii, in pofida hranei putine si nepreparate, iar in ordine practica, adaptabilitatea 
grupului de deportati la context se revendica de la memoria atavica a omului: se hranescu cu 
melcii iesiti din belsug, vreme de o saptamana, invata cum sa-si procure sarea si isi construiesc 
o casa atat de ingenious gandita incat va rezista mult timp dupa revenirea exilatilor acasa. 
Centru si sansa reala de supravietuire a grupului, vornicul - padurar se asociaza cu melancolicul 
Culai, a carui tanjire dupa nevasta pierduta se traduce in cantecul din frunza cutremurator si 


208. 


11 Idem, pp. 207 - 

12 Idem, p. 211. 

13 Idem, p. 212. 

14 Idem, p. 213. 

15 loan Holban, Cat de scurt este spatiul unui vis, m „Cronica”, nr. 38/1982. 

16 Maria Ana Tupan, Proiecte de trecut, in „Steaua”, nr.10/1982. 

17 Idem, p. 214-215. 

18 Idem, p. 215. 
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tragic („Erau nopti - urmand unor zile de truda animalica, in care cadeam cu totii rapusi de 
oboseala, intr-un somn lethargic - cand saream cu totii treziti de cintecul lui aproape 
neomenesc, de suieratul Acela dureros, exprimand o disperare nu numai a sufletului, ci si a 
trupului, a maruntaielor, a fiecarei cellule de carne tanjind insuportabil dupa alte cellule.” 19 ) 
pentru construirea casei. 

Alte intamplari cu simbolica rezonanta cosmica, precum prinderea unui stupd e albine, 
de carte acelasi vomic, si aparitia stranie a unei pisici infometate se asociaza cu alte etape firesti 
ale intemeierii: moartea - mai intai moare Americanu, apoi nana Salonie, si nasterea - in mica 
comunitate apar doi copii. 

O alta istorie, paralela cu aceea factuala, se deseneaza treptat in scriitura - o istorie care 
marcheaza etapele rasfrangerii in interior ale adaptarii la noua situatie, asa cum sunt ele redate 
- si reproduse in text - de cel de-al doilea narator, unchiul Emil: „Nu visam intamplari, 
privelisti, personaje ale vietii mele dinaintea deportarii: mai mult, nu-mi aminteam niciodata - 
oricat ar paread e necrezut - de aceasta viata. Ea disparuse pentru mine din clipa in care 
intelesesem ca de aceasta disparitie depindea insasi capacitatea noastra de a supravietui.” 20 Un 
alt moment cu semnificatie incerta - vitala, pentru supravietuirea copiilor, miraculoasa, ca un 
ajutor divin, dar si profund umana, in sensul unui ajutor ce semnaleaza rezistenta la intemperiile 
istoriei prin bunatate, camaraderie si disponibilitatea de a-si ajuta semenii, este sosirea 
ciobanilor cu turmele de oi: „putea, la fel de bine, sa fie vorba numaid e o siretenie a ciobanilor 
care isi foloseau ursuzenia ca pe o arma de aparare a propriilor lor secrete, ca pe un mijloc de a 
nu se amesteca in politica de care ei insisi se temeau (.. .)”. 21 Ciobanii le vand insularilor doua 
oi si un berbec, pentru patru verighete de aur, si le dau, pe deasupra, o poala de rosii, ardei, 
castraveti si vinete. 

Sosirea la fel de brusca si de neasteptata ca si prima data, a microbuzului, pentru a-i 
readuce in societate, perturba din nou un mod de viata si un ritm al exitentei perfect acordat 
macrocosmic: „Dupa ce, invingand incredibile greutati, reusisera sa inventeze o istorie pentru 
uzul lor propriu, erau obligati sa se reintoarca in adevarata istorie, de ale carei legi se temeau si 
ale carei forte nu se simteau in stare sa le determine.” 22 Secventa finala a textului asociaza 
rememorarii de gradul al doilea o confesiune explicita - a naratoarei/naratorului auctorial care 
masoara cu luciditate distanta si prefacerile prin care trece o istorie dupa o succesiune de re- 
situari textuale (ca textele pot fi scrise sau orale, putin importa), cuvantul de ordine fiind 
adevarul, in sensul etic-recuperator cel mai profund: „Citesc ce-am scris pana aici si ma 
cuprinde o mare oboseala. Ma intreb daca este, intr-adevar, reconstituirea unei intamplari 
petrecute in mijlocul Baraganului sau, fiind numai o poveste a unei povestiri, ea nu este decat 
o refractive - cat de indepartata de infatisarea reala? - a faptelor trecute prin prisrne successive 
si devenite aproape irecognoscibile.” 23 

Dupa intoarcerea in societate, fiecare membru al micii comunitati insulare isi reia 
vechile preocupari si meserii - mai putin cei ramasi ingropati in cimitirul dinj mojlocul 
Baraganului: americanu, nana Salomie si pisica, Culai, disparut fara urma, intr-o zi, si unchiul 
Emil, care prefera sa fie invatator - „sa invete copiii sa scrie o-i, oi si sa memoreze table 
inmultirii.” 24 Iar in timpul liber, gradinareste si citeste cu nesat. 

Asociat acestui personaj - pivot al scriitruii si al diegezei, partas, martor retrospctiv si 
veriga esentiala a memoriei intoarse spre trecutul symbolic, unchiul Emil recupereaza ceea ce 
ii lipsise si il afectase in modul cel mai profund - cititul, si allege sa prezerveze aventura, 


19 Idem, p. 219. 

20 Idem, p. 221. 

21 Idem, p. 224. 

22 Idem, pp. 226 - 227. 

23 Idem, pp. 227 - 228. 

24 Idem, p. 229. 
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(re)citita periodic in grila mitica, in insusi modul sau de a fi. Astfel, textul care nareaza faptele 
isi contine propriul metatext, iar cititorul, caruia i s-a oferit de la bun inceput un pact de lectura 
mitico-arhetipal, primeste ultima piesa a proiectelor de trecut: „Nu numai ca nu a facut niciun 
effort ca sa o uite, ci si-a chiar cultivat prin toate mijloacele amintirea vie a acestei cellule 
arhetipale de viata, considerate asemanatoare unei experience initiatice, pe care incerca, in 
masura in care ii permiteau noile conditii, sa o reia mereu.” 25 In tennenii lui Dumitru Radu 
Popa, in aceasta colonie penitenciara fara ziduri sau gardieni, unde se desfasoara un experiment 
ciudat, „timpul curge altfel” - „in lipsa de present si de viitor” se justified, aici, doar „constructia 
unor proiecte de trecut.” 26 
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Abstract: The study is a meta-analytic research that compile and explain the three main theses 
concerning the essence of the artistic message. The three theses belong to reputed linguists and also 
semioticians. Jakobson-Eco's thesis, or artistic function thesis, is that in the communication arts have 
to do with artistic impregnation with granting artistic features some of the elements of everyday 
communication. Emile Benveniste's thesis is the thesis of reliance in an artistic way of some elements of 
the natural, social, daily codes. Corrado Maltese's thesis is that any letter notes there are artistic arid 
really artistic messages are those that have predominantly artistic aspects. Such as, subsequently, the 
artistic message is a matter of imagology. 

The new opinion is developed by us is that the specifics of artistic communication is that in the perimeter 
of this artistic images predominate; artistic message consists of coherent and cohesive concatenation of 
a series of artistic images. As such, subsequen tly, the artistic message is a matter of imagology. 

Keywords: artistic message, image, imagology, artistic function, artistic aspect 


1. Introducere 

Fonnalizarea mesajului in acccpjiunca de mesaj artistic a plecat de la ideea ca arta 
inseamna comunicare. Daca este principial un tip de comunicare, atunci, ca orice comunicare, 
arta trebuie in consecinja sa fie transmiterea unui mesaj oarecare. Mesajele care fac obiectul 
transferului in cadrul comunicarii artistice sunt mesaje artistice (Proietti, 2009; 
Alexandrache, 2010; Nalyvaiko, 2011; Ruthner, 2012; <Pep,OTOBa, 2016). Materialul lor de 
construcjie nu este unul special. Arta imprumuta materialele de expresie ale comunicarii 
cotidiene: semne, semnale, cuvinte, imagini, linii, culori etc. Ea isi fundamenteaza dispozitivul 
estetic pe utilizarea semnelor, in principal a imaginilor, intr-un mod special. Mesajul artistic se 
constituie prin procesarea specifics a unor materiale semnificante cotidiene. Practica 
semnificanta de orientare estetica folose§te semnul artistic (Jan Mukarovsky, Roman Ingarden), 
semnificajia estetica (E. Panofsky), simbolurile §i indiciile (C. Brandi). 

2. Cele trei teze 

In ce private mesajul artistic s-au conturat trei teze: 

- teza Jakobson-Eco - orice mesaj poate deveni artistic, daca dezvolta o funcjie estetica; 

- teza Benveniste - mesajul artistic este rezultatul utilizarii estetice a semnelor diferitelor 

coduri; 

- teza Maltese - nu exista mesaje cu functic estetica, ci aspecte estetice ce pot fi intalnite 
in orice mesaj. 

Teza 1: Atunci cand se prezinta structurat intr-o maniera ambigua §i este auto-reflexiv, adica 
atunci cand urmare§te sa atraga atenjia destinatarului in primul rand asupra propriei sale forme, 
“mesajul priincite o funetje estetica” (Jakobson, 1966, p. 88). Funcjia poetica sau estetica 
delineate rclatiilc intre mesaj si el insu§i (functia reflexiva): mesajul inceteaza sa fie vehiculul 
unui obiect exterior de transmis; devine el insu§i propriul sau referent. Arta non figurativa, 


69 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


evacuand reprezentarea peisajului, a portretului, a naturii moarte, ne ofera sa o percepem doar 
pe ea insa§i (un ansamblu de linii, de forme, de pete), in acest sens, totu§i, notiunca de poetic 
sau estetic depa§e§te singurul domeniu al artei pentru a-1 acoperi complet pe cel stilistic in 
general (Vighi, 1998; Swiderska, 2013; Malgorzata, 2013; Otoiu, 2014). O asemenea funcjie 
poate avea o reala clicacitatc cmotionala: reu§ita unui slogan fine adesea mai mult de calitatea 
intrinseca a mesajului insu§i (kinetic poetica) decat de continutul pe care-1 vehiculeaza (functic 
referen(iala) (Jakobson, 1963, p. 210). “Cea mai utila definite operational*! formulata cu privire 
la textul estetic, arata U. Eco, este cea oferita de Jakobson care, pe baza binecunoscutei 
subdiviziuni a funcjiilor lingvistice, a definit mesajul cu funejie poetica ca kind AMBIGUU §i 
AUTOREFLEXIV” (Eco, 1982, p. 334). 

Teza 2: Pornind de la lema ca “orice cod ingaduie folosirea estetica a propriilor sale 
semne”, Emile Benveniste demonstreaza existenja unei specii de mesaj estetic (Benveniste, 
1966, p. 34). 

Teza 3: “Nu exista mesaje cu functic estetica, deosebite structural de alte tipuri de 
mesaje, ci aspecte estetice ce pot k reperate intr-o mai mare sau mica masura in orice mesaj” 
(Maltese, 1976, p. 28). 

3. Opera de arta 

Cuantumul comunicajional din orice opera nu-i priveste csenta de prezenta, ci incidcnta 
unui proces de semnikeare (semiosis) intemeiat pe sub-coduri de diferite naturi (iconografic, 
sociologic, psihologic etc.). Daca opera de arta are totu§i structura §i codul unui mesaj, “acest 
mesaj este de o natura cu totul particulars, ca mesaj care se anuleaza pe sine ca mesaj” (Brandi, 
1966, p. 32). In realitate, nimeni nu se indoie§te ca opera de arta poate fi dirijata, ca mesaj, fie 
de catre autor, ke de catre destinatar /fruitore/ §i in afara mesajelor pe care autorul le-a introdus 
in mod con§tient in ea. “Totul este mesaj daca este interpretat ca atare, ca semn, indiciu, 
simbol”; de aceea, stratikearea mesajelor care se pot extrage dintr-o opera de arta este inknita, 
dupa cum respectiva opera constituie un indiciu al istoriei gustului, al cvolutjci prejurilor, al 
starii de conservare intr-o anume clima §i a§a mai departe (Brandi, 1985, p. 40). 

Ca orice alt tip de mesaj, cel artistic este ierarhizat, se structureaza pe nivele. Intr-un 
mesaj estetic putem delimita, sustinc U. Eco (1982), urmatoarele nivele de in format)c: (a) 
nivelul suporturilor kzice: in limbajul verbal avem tonuri, inflexiuni, emisiuni fonetice; in 
limbajele vizuale avem culori, caracteristici ale materialelor; in cel muzical - timbru, freevenja, 
durata etc.; (b) nivelul elementelor diferentiale din planul expresiei: foneme; egalitaji §i non- 
egalitaji; ritmuri; lungimi metrice; raporturi de pozitic; fonne accesibile in limbajul topologic 
etc.; (c) nivelul raporturilor sintagmatice: gramatici; raporturi de proportje; perspective; game 
§i intervale muzicale; etc.; (d) nivelul semnikcajiilor conotate: sisteme retorice, lexicuri 
stilistice; repertorii iconografice; mari blocuri sintagmatice; etc.; (f) sintagme hipercodificate: 
sisteme; figuri retorice; iconograme etc. 

Eliminarea mesajului nu va insemna extirparea sensului de mesaj transmis, ci 
dimpotriva recunoa§terea existenjei lui autonome, ca subs tan (a a unui alt concept (Chiciudean 
& Halic, 2003; Leerssen, 2006; Beller, 2007; Tomescu, 2012; Busu, 2013; Reza Hosseini, 
Maghrebi, Chileshe & Travis Waller, 2016). Pentru C. Brandi comunicarea produce prezenta, 
nu mesaj. Prezenta este, ea, mesajul. Scmnificatja prezenjei mesajului in insusi mesajul va k 
izolata ca mesaj al prezenjei. Semnul lingvistic potrivit ar fi parusia (grecescul parusia = 
prezcn(a). Mesajul utilizeaza semne, iar semnul prezentei este parusia. Prezenta are doua 
niveluri. Conceptualizarea impune ca propunerea de concept sa faca dovada a cel pu(in doua 
niveluri de semnificatie a unei vocabule: nivel concret §i nivel abstract. Un grad al prczen(ci 
este liagranta, insemnand “prezenta evidenta” (Brandi, 1966, p. 5). Al doilea nivel este prezenja 
mesajului. Exista chiar o §tiin(a ce studiaza semnele comunicarii artistice. Semiologia 
comunicarii artistice, semiologia semnului §i semiologia comunicarii, arata L.-J. Prieto, ar fi o 
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zona situata intre cele doua semiologii precedente. ExistenJa ei este propusa doar ca ipoteza, 
intrucat: “asa cum denumirea acestei ramuri o postuleaza, fenomenul artistic este, probabil, un 
fenomen comunicajonal care ar Jine, daca a§a stau lucrurile, direct de semiologia comunicarii, 
comunicarea rezultand, pe de o parte, din alegerea deliberate a ceremoniilor, adica a ceea ce 
constituie, a§a cum am spus, obiectul semiologiei semnificajiei” (Prieto, 1975, pp. 115-116). 

4. Conclusion 

Mesajul artistic se construicstc la fel ca orice alt mesaj. El se caracterizeaza prin 
utilizarea materialelor la dispozipe pentru a crea imagini artistice coerente si coezive. Fara 
imagini artistice nu exista opera de arta, nu exista mesaj aristic. Din fiecare mesaj artistic se 
desprinde o imagine artistica dominanta. Orice opera mare se sintetizeaza intr-o imagine 
mesajuala vibranta. 

BIBLIOGRAPHY 

Alexandrache, C. (2010). Alteritatea-o problema de metoda in analiza literara §i 
istorica. Annales Universitatis Apulensis. Series Philologica, (11/1), 121-130. 

Beller, M. (2007). Perception, image, imagology. U: Manfred Beller and Joep Leersen 
(Ur.). Imagology: The cultural construction and literary representation of national 
characters: A critical survey.(Studia Imagologica. Amsterdam Studies on Cultural 
Identity, 13)(3-16). 

Benveniste, E. (1966). Problemes de lingvistique generale. Paris: Gallimard. 

Brandi, C. (1966). Le due vie. Bari: Larteza. 

Brandi, C. (1985). Teoria generala a criticii. Bucure§ti: Univers. 

Bu§u, O. V. (2013). Social Image and Brand Image of Organization. Business Management 
Dynamics, 3(3), 22-26. 

Chiciudean, I., & Halic, B. A. (2003). Imagologie, imagologie istorica. Comunicare. ro. 

Eco, U. (1982). Tratat de semiotica generala. Bucure§ti: §tiin(ifica §i Enciclopedica. 

Jakobson, R. (1963). Essais de linguistique generale. Paris: Minuit. 

Jakobson, R. (1966). Saggi di linguistica generale. Milano: Mursia. 

Leerssen, J. (2006). History and Method of Imagology in Literary Studies. Beller, Manfred; 
Leersson, Joep (2007) Imagology. The Cultural Construction and Literary 
Representation of National Characters. STUDIA IMAGOLOGICA, 13. 

Malgorzata, S. (2013). «Comparativist Imagology and the Phenomenon of 
Strangeness. Comparative Literature and Culture, 15. 

Maltese, C. (1976). Mesaj §i obiect artistic. Bucuresti: Meridiane. 

Nalyvaiko, D. (2011). Current affairs of literary structure and imagology 

strategies. Comparative Literature, 4, 4-60. 

Otoiu, M. C. (2014). Imagologie, viteza si uitare la Milan Kundera. Buletin Stiintific, seria A, 
Fascicula Filologie, 23(1), 283-295. 

Prieto, L.-J. (1975). Etudes de linguistique et de semiologie generale. Geneve: Droz. 

Proietti, P. (2009). Imagologie et imaginaire: entre les interets historico-culturels et les 
questions de poetique” comunicacao apresentada no Congresso Imagology 
Today. Achievements, Challenges, Perspectives, 2-4. 

Reza Hosseini, M., Maghrebi, M., Chileshe, N., & Travis Waller, S. (2016, January). An 
Investigation into the Perceived Quality of Communications in Dispersed Construction 
Project Teams. In Construction Research Congress 2016 (pp. 1813-1822). 

Ruthner, Clemens (2012). Between Aachen and America: Bhabha, Kiirnberger and the 
Ambivalence of Imagology. In Davor Dukic (Ed.), Imagology Today: Achievements, 
_ Challenges, Perspectives (137-160). Bonn: Bouvier. 


71 






JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


Swiderska, M. (2013). Comparativist Imagology and the Phenomenon of 
Strangeness. CLCWeb: Comparative Literature and Culture, 15(7), 13. 

Tomescu, S. (2012). History, Mentality and Imagology. History, 2(2). 

Vighi, D. (1998). Tentajia Orientului: studii de imagologie (‘The Temptation of the Orient: 
Studies in Imagology’). Pite§ti: Paralela, 45. 

OcaoTOBa, E. K). (2016). nocTHacemie (JienoMcna Mojmanna: BHucmirrcim h Bociomiaa 

<fmjioco<j)Hs. BecTHHK ToMCKoro l Ocyaapci Bcmioi o yHHBepcHTeTa. cpiuiococjma. 
Cou,HOJiorna. flojim ojioi Ha, (2 (34)). 


72 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


THE FORMULA OF THE PARABLE WITH POST-TOTALITARIAN AIM AND 
THE POSTMODERNIST REVIVAL OF THE NARRATIVE 
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Abstract: In Din povestirile unui frizer / From a Barber's Stories, Dumitru Radu Popa's option for the 
political parable joins his use of lexical and semantic speculation (fantastically oriented, even absurd) 
within the writing itself which draws attention on the ever marked danger of dictatorship. 

Keywords: totalitarian ideology, political parable, fantasy, typology, literary ideology.. 


Parte a aceluiasi volum aparut in 2006 la Editura Curtea veche, Lady V. Proze romano- 
americane, Din povestirile unui frizer coreleaza, in maniera specified lui Dumitru Radu Popa, 
tipologia literara binecunoscuta a frizerului atotstiutor, autodeclarat martor/actor al unor 
intamplari de maxima importanta pentru o comunitate mai mica sau mai mare de indivizi (in 
acest sens, in pofida multiplelor diferente, Figaro poate sta alaturi de Nae Girimea), cu o 
istorie/parabola (in)credibila despre dictatura si forta acesteia. Dupa un inceput in medias res 
(unii cititori mai scrupulosi ar putea zice ca, de fapt, naratiunea incepe cu finalul ei, caci 
protagonistul este deja mort), prezentarea circumstantelor de ordin factual se face simultan cu 
evidentierea pactului de lectura propus cititorului de un narator de gradul al doilea, care nu face 
decat sa reproduca ceea ce i-a istorisit frizerul sau. 

Protagonistul istorisirii, Dragomir Hie, cum ii place sa i se spuna („Oamenii, zicea el, 
trebuie chemati clar, ca la armata, la scoala sau la pamaie: Diaconescu Mircea, Iliescu Nicolae, 
Dragomir Ilie! Ce atata your first name, your last name..., ca de-aia merg pe urma treburile 
prost. Si adauga intotdeauna, cu un gest de lehamite: Lasa domle, nici ca la noi, dar nici ca la 
ei... Prea de tot!” 1 ), a adus cu sine spiritul romanesc intreprinzator in America visului american. 
Diegetic vorbind, recuzarea discursului, strategic comuna multor naratiuni ale lui Dumitru Radu 
Popa („Toate acestea, si cele ce urmeaza, le-am aflat de la un frizer din Sunnyside, unde 
obisnuisem sa ma tund intr-o vreme. Minimele contacte pe care le-am avut cu personajele sau 
imprejurarile acestei povestiri au mai mult valoare circumstantials, iar, daca ma gandesc mai 
bine, s-ar putea ca nimic din toate astea sa nu fie, de fapt, adevarat.” 2 ) pune, ca de obicei, sub 
semnul intrebarii autenticitatea celor prezentate, in ordinea realului sau in ordinea fictionalului, 
putin importa. 

Susceptibili de ne-creditabilitate, cei doi naratori - frizerul, ilustru mincinos prin traditia 
literara care-1 acrediteaza ca atare, si naratorul auctorial, auto-recuzat, spun o istorie despre 
expedientele din care traieste, in America secolului XX, un hot marunt, venit din Romania. Se 
integreaza rapid in comunitatea smecherilor romani si americani, a acelei lumi underground 
care desfide discursul despre visul american prin exixtenta cotidiana marunta: „.Era, cred, o 
teribila contradictie interioara in acesti indivizi care, pe de o parte, criticau totul (si aid, si 


1 Dumitru Radu Popa, Din povestirile unui frizer, in Lady V., Ed. Curtea veche, Bucuresti, 2006, p. 86. 

2 Ibidem. 
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acolo), si pe de alta, sfarseau, in cel mai bun caz, prin a conduce un taxi, cu ora, si, odata prinsi 
de morbul fascinant al taximetriei, nu mai visau altceva (desi nu incetau sa critice in continuare, 
si aid, si acolo), decat ziua binecuvantata cand vor putea sa-si cumpere un medalion, adica 
proprietatea pentru totdeauna a acelui taxi si visul potential de a deveni... patronul unei masini 
pe care o conduce eventual altcineva.” 3 

Dragomir Ilie, insa, incepe un business cu vise ce se dovedeste, rapid, foarte profitabil. 
Poate inchiria o luxoasa limuzina cu sofer, fotografia ii apare in National Enquirer , Morning 
Star si Psychic Newsletter. E drept ca exista voci care pretind ca, pe langa negotul cu vise, 
Dragomir Ilie le oferea femeilor interesate si alt fel de servicii, motiv pentru care, zice-se, avea 
si peste zece cliente pe zi. Praful de vise pe care incepe de asemenea sa-1 vanda - in realitate 
bicarbonat - se bucura de acelasi succes de public comparator. 

Alte personaje se adauga acestei foarte adevarate istorii - daca ar fi sa-1 parafrazam pe 
Caragiale. Mai intai un Istoric batran si ciudat, sosit tot din Romania, care, asemenea Istoriei ce 
trece pe deasupra maruntelor existence ale indivizilor, perturba totalmente bunul mers al 
negotului cu vise si cu praf de vise. Personaj cu identitate ambigua, posesor doar al unei porecle, 
Istoricul pare/poate fi, totodata, un povestitor, un ins ce relateaza istorii celorlalti si care obtine, 
astfel, respectul auditoriului. Istoricul se afla, de fapt, in cautarea unui individ despre care nu 
se stie mai nimic concret - nici cum arata, nici unde ar putea fi gasit. 

Se stie doar ca-si spune Corbea, sau Borcea, si ca este un excelent manipulator al 
oamenilor. Culisele textului - si relevanta de parabola a acestuia - ies astfel la iveala: „.Tipul 
asta incearca sa le spele creierul, sa-i faca sa uite tot, sa nu le mai pese de nimic. Se pare ca a 
incercat asta si acasa, cu milioane de oameni, si i-a reusit de minune. Ce spui dumneata ca fac 
eu... adica... cum ai zis: «ganditul in urma», e ca ma straduiesc sa le trezesc memoria, sa nu 
uite de unde au venit si cum, sa nu-si inchipuie ca acolo totul e in ordine si nu e treaba lor sa se 
mai gandeasca. Pe urma, cred ca fiecare a avut un pic de vina in ce-a lasat in urma. Nu mi se 
pare deloc rau sa ne gandim si la asta din cand in cand!” 4 

Maestru al hipnozei colective, acest personaj ubicuu si de nicaieri - Corbea sau Borcea 
- substituie stratagema calpa a lui Dragomir Ilie, nevinovatul, in fond, comert cu vise, cu un 
modus vivendi cel putin ingrijorator: „Se pare insa ca, dupa ce vorbesc cu el, toti viseaza acelasi 
lucru: o casa mare, cu multe incaperi, usile inchise. Deschizi o usa, aici sau acolo, oricare, intri: 
camera e goala, complet goala. Toate camerele sunt goale. Pe geam nu se vede nimic si e o voce 
care spune tot timpul: Aici nu se intampla, nu s-a intamplat, si nu se va intampla niciodata 
nimic... nimic! E liniste... e liniste!” 5 

Dragomir Ilie transforma curiozitatea fata de identitatea si de adevarata natura a acestui 
Corbea sau Borcea intr-o obsesie devoratoare. Astfel incepe o actiune detectivistica sortita, din 
capul locului, unui esec. Nervos, mirosind a bautura, adanc tulburat si ascunzandu-si cu greutate 
spaima, protagonistul aduna tot felul de informatii, toate, nelinistitoare, despre obiectul 
investigatiei sale. O data se aseaza tocmai pe scaunul de pe care se ridicase Corbea, alta data ii 
gaseste hainele ce par patate cu sange („da, inchise ochii Istoricul, s-ar putea sa fie sange, dar 
nu in felul in care intelegi tu...” 6 ) la curatatoria grecilor, Katharsis, iar a treia oara afla ca 
prezenta lui Corbea, stranie, este resimtita de oameni ca un falfait de aripi: „ Asa o fi, dar asta 
e prea de tot: oamenii spun ca, atunci cand vine, sau nu vine, sau e asteptat undeva, dracu’ mai 
stie cand... atunci cand apare sau trebuie sa apara undeva, unii simt ca un falfait de aripi albe, 
pe cand altii se jura ca e vorba de un falfait de aripi negre... ingeru ma-sii care-o cred toate 
tampeniile astea.” 7 


3 Idem, p. 87. 

4 Idem, p. 91. 

5 Idem, p. 93. 

6 Idem, p. 95. 

7 Ibidem. 
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Treptat, Dragomir Hie isi pierde mintile, adica ajunge sa suprapuna realul din exterior 
cu proiectiile din mintea lui, isi pierde de tot afacerea, isi pierde banii, se lasa tot mai mult prada 
obsesiei sale de a-1 gasi pe Corbea. Comportamentul lui indica o psihoza sub al carei paravan, 
insa, parabola politica supravietuieste cu succes. 

Datele realului incep sa se amestece si in afara lui Dragomir Ilie - personajul presupus 
mort, pare a fi inca in viata, dupa marturia unui alt personaj categorial, Inginerul: „Sigur ca data 
de pe cruce e o prostie... ce mai, ca 1-am vazut si eu de-atunci, dar era intr-un hal: bea, nu 
donnea deloc, bolborosea tot timpul ca trebuie sa-1 prinda, ca tampiti sunt cei care-1 asculta pe 
Borcea sau Corbea, si care a venit aici cu visul pe de-a moaca, (.. ,).” 8 , si nu intamplator, zice- 
se, Dragomir Ilie incepuse sa afinne ca arfi o mana mai lunga care face toate jocurile. 9 

Aparator al gandirii libere, Istoricul, insotit de Inginer, il viziteaza pe Pictor, in 
apartamentul caruia, pe pereti, se afla fresce imense ce reproduc obsesiv aceeasi imagine - a 
unui individ in frac, cu trasaturi nedefinite, si cu penaj cand alb, cand negru. Interiorul si 
dimensiunile apartamentului in care locuieste Pictorul evoca, prin eterogenitatea obiectelor 
care-1 populeaza, nu doar o area a lui Noe, ci si o alta lume, paralela, posibila, in fond, datorita 
excesului de teama al oamenilor: „Tocmai asta e, jubila Pictorul, eu cred ca, pazindu-ne, nu 
facem altceva decat sa provocam aparitia acestor asa-zise pericole pe care dumneata le evoci. 
Iluzii... Inchide ochii, si vezi ca nu se intampla nimic! Si totusi, cata lume nu se teme de 
intuneric! ce rost are sa asmutim monstrii?” 10 Si inca: „.Ce dracu, ai trait acolo, si inca poate 
destul ca sa stii ce inseamna cu adevarat frica, umilinta, suspiciunea, tot ce eu as numi, daca 
vrei neaparat, pericole. Nu stiu cand ai plecat, dar e imposibil sa te faci ca ai uitat toate astea.” * 11 

Pericolul care-1 pandeste pe toti romanii traitori in America vine in timpul somnului si 
este reprezentat de prizonieratul intr-un vis, acelasi pentru toti. Oamenii incep sa dispara in 
acest vis, iar Pictorul isi induce voit starea de trezie, cu multe cani de cafea, si, totodata, si 
incearca sa-si exorcizeze spaima prin pictura Ingerului. Este vorba atat despre spaima colectiva, 
indusa de dictatura, cat si de spaima care poate anihila vointa individului. Cei care, precum 
Dragomir Ilie, incearca sa prinda sau sa infrunte Ingerul, sfarsesc fie in moarte, fie ca prizonieri 
ai aceluiasi vis. Sau aleg compromisul, adica coabitarea cu Ingerul, asa cum face Pictorul. Doar 
astfel (inca) mai poate sa scape de prizonieratul in una din camerele deja suprapopulate ale casei 
stranii din vis: „.Vin astia pe rupte, in curind o sa stea cate doi intr-o camera! ar fi spus cu naduf. 
Se zice ca arata, intr-adevar, jalnic, extrem de obosit, si tot striga: Bagati-mi cafea, putemic, eu 
nu mai vreau sa dorm! Iar, nu multe zile mai tarziu, unui din luzari i-ar fi povestit frizerului ca 
incepuse sa-1 vada pe Pictor in vis, intr-una din camere, cerand mereu ibrice si cafea, ca sa nu 
poata adormi.” 12 

Istoria - si istorisirea - nu au final, intrucat naratorul - martor, frizerul, nu mai poate 
afla nimic. Mai mult, naratorul auctorial renunta la serviciile frizerului sau. Un final deschis, 
prin urmare, atat la nivelul factualului, cat si al parabolicului, menit sa (re)puna mereu in 
discutie, ca nedisparand vreodata din amintirile oamenilor, si nici din seria de posibilitati ale 
viitorului, problema dictaturii. Si, tocmai de aceea, avem de-a face cu o „proza de crimpeie 
risipite §i de sugestii, de banuieli, supozijii §i suspiciuni amare, care, finalmente, tree dincolo 
de biografic si dincolo de conjuncturalul politic, dincolo de tot ce e conjunctural, pentru a se 
infige in existenja. Sugestiile, supozitiile, banuielile, suspiciunile, toate acestea privesc rajiunilc 
cxistentci §i fonnele ei de a fi; sint chiar o metoda de cunoa§tere.” 13 


8 Idem, pp. 99 - 100. 

9 Idem, p. 101. 

10 Idem, p. 105. 

11 Idem, p. 106. 

12 Idem, p. 112. 

13 


75 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


BIBLIOGRAPHY 

xxx Ancheta „Contrafort", „Cultura §i civilizatie in Romania la stars it de secol XX": Dumitru 
Radu Popa: Nevoia schimbarii contextului, in „Contrafort”, nr. 3-6 (77-80), martie-iunie, 
disponibil la adresa http://www.contrafort.md/old/2001/77-80/157.html - accesat la 1.10.2016. 
Diaconu, Mircea A., Dumitru Radu Popa and the morphology of appearance, in Globalization 
and intercultural dialogue : multidisciplinary perspectives / ed.: Iulian Boldea - Tirgu-Mures : 
Arhipelag XXI, 2014 ISBN 978-606-93691-3-5, Arhipelag XXI Press, 2014, disponibil la 
adresa www.upm.ro/gidni/GIDNI-01/Lit/Lit%2001%2011.pdf -consultat la 1.10.2016. 
Pirvan-Jenaru, Dana, Existenta ca amnezie sau neintelegere. In „Romania literara, nr. 28.2008, 
disponibil la adresa http://www.romlit.ro/existena ca amnezie sau nenelegere - accesat la 
1.10.2016 . 

Popa, Dumitru Radu, Din povestirile unuifrizer, in Lady V., Ed. Curtea veche, Bucuresti, 2006. 


76 








JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


SIMILARITIES AND DIFFERENCES BETWEEN THE GRAMMAR OF 
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Abstract: The philological study contains a comparative analysis of the “Romanian Grammar”, by 
Dimitrie Eustatievici Brasoveanul, 1757 (edition byN. A. Ursu, Scientific Publishing House, Bucharest, 
1969) end “Orthography or the correct spelling to guide Romanian language writers ”, Buda, 1818, by 
Constantin Diaconovici-Loga. We have tried to see the extent to which Diaconovici-Loga was influenced 
by the previously published normative writing. 

Keywords: Constantin Diaconovici-Loga, grammar, orthography, literary, normative. 


Am folosit spre studiu comparativ Gramatica rumineasca a lui D. Eustatievici Brasoveanul, 
editie realizata de N. A. Ursu, Editura Stiintifica, Bucuresti, 1969 §i Orthografia sau dreapta 
scrisoare pentru indreptarea scriitorilor limbii romdne.fi, de Constantin Diaconovici-Loga, 
Buda, 1818. Gramatica rumineasca a lui D. Eustatievici Brasoveanul este prima gramatica a 
limbii romane scrisa in limba romana si dateaza din 1757. Din nefericire, aceasta gramatica a 
ramas in manuscris pana in anul 1969, prin urmare, Constantin Diaconovici-Loga nu a folosit- 
o ca model, dupa cum remarca §i Mihaela Marcu in articolul Imprumuturi si calcuri in 
terminologia gramaticii lui Constantin Diaconovici Loga. ’’Dintre scrierile normative publicate 
pana atunci, Loga a folosit, probabil, gramatica lui Samuil Micu si Gheorghe Sincai, Elementa 
linguae Daco-Romanae sive Valachicae (Viena, 1780), dar, mai ales, lucrarile scrise in limba 
romana ale lui Radu Tempea, Gramatica romaneasca (Sibiu, 1797) si Paul Iorgovici, 
Observatii de limba romaneasca (Buda, 1799)” 1 . 

Gramatica lui D. Eustatievici Brasoveanul cuprinde, la inceputul lucrarii, capitolul Pentru 
ortografie, Pentru tehnologhia ortografiei, iar la sfarsit, capitolul Pentru prosodie, in timp ce 
Diaconovici-Loga are structurata Orthografia astfel: cap. I - De intrebuintarea literilor, cap. II 
- De despartire literilor in silave, cap. Ill - De intrebuintarea semnelor, cap IV- De perioduri; 
cap. V - Exemple saupilde la regulele gramaticii si ale orthografii; cap.VI - Oratii la examenuri 
publice; capitolele IV, V, VI nemaifiind numerotate de autor in textul original. 

Constantin Diaconovici-Loga, ca si D. E. Brasoveanul, deschide lucrarea cu definitia 
orthografiei: 

’’Orthografia sau dreapta scrisoare ne invata cuvintele cu literile cele ce se cuvin lor a le 
scrie in silave bine a le desparti si semnele cele desbinatoare drept a le intrebuinta.” 
(Orthografia lui Loga, p. 5). 


1 Marcu, Mihaela, Iorgulescu, Alexandra, imprumuturi $i calcuri in terminologia gramaticii lui Constantin Diaconovici 
Loga, in Annales Universitatis Apulensis, Series Philologica, 7, tom 1, 2006 p. 253-259. 
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”Este partea cea mai intii a gramaticii, ceea ce ne invata a sti Uinta, Urea si osebirea 
slovelor, si dintru acestea purcederea cea din intii, impreuna zicerea si cuvintul cu 
inaltarea glasului si apasarea viersului, aratind despartirea slovelor, bunii citiri si 
scrisorii cei drepte.” ( Gramatica lui D. E. Brasoveanul, p. 12). 

Se poate observa ca ceea ce apropie cele doua texte este definirea termenilor noi si clasificarea 
lor. Ambii autori sunt inclinati spre detaliu, incercand sa ofere o explicate cat mai ampla si mai 
completa. Orthografia lui Constantin Diaconovici-Loga, avand scopuri didactice insoteste 
regulile ortografice si ortoepice de exemple numeroase si clare, spre deosebire de Eustatievici 
care nu ofera la fiecare situatie exemple spre a sustine ipoteza creata. Una dintre deosebiri este 
faptul ca lucrarea lui Constantin Diaconovici-Loga este mult mai bine organizata, in timp ce 
gramatica lui D. E. Brasoveanul este gandita putin diferit, in sensul ca textul este structurat sub 
forma de intrebare si raspuns, are mai multe clasificari in care se foloseste de termeni calchiati 
dupa modele straine, in special din slavona. Fata de gramatica lui Dimitrie Eustatievici 
Brasoveanul, Orthografia lui Diaconovici-Loga este presarata, pentru prima data, cu 
metatermenul: Subjet, iar cuvinte precum Prezicat si Ojet apar mai tarziu in Gramatica de la 
1822. 

Ortografia lui Eustatievici Brasoveanul se imparte in: fiinta sau firea slovelor, lovirea sau 
inaltarea viersului si impiedicarea sau randuirea cuvintelorprin stari. 

In dezlegarea 1, Fiinta sau firea slovelor, autorul face o clasificare a sunetelor in g 1 a s n i c e 
( vocale ) si soglasnice ( consoane ), adica impreuna glasnice 

( cuvintele: glasnice si neglasnice le regasim in nomenclatura slavona) si apoi indica regula 
ortogralica de folosire a slovelor in dezlegarea 2: Pentru insemnarea tuturor slovelor. 

Vocalele, adica g 1 a s n i c e 1 e , cum le numeste Eustatievici, sunt 18: a, e, i, i, o, 27 , ", u, ™, 
ii, ce,fi, 5, j,¥, ', a si se impart in: 

a) singur glasnice ( independente ), in numar de 17: a, e, i, i, o, 27 , ”, u, ™, ii, ce, 
Ji, o, c, V#, a si 

b) impreunat glasnice sau i n j u g a t ( dependente ), aceasta fiind ierul: 7 
Vocalele, dupa D. E. Brasoveanul, se mai impart in: 

a ) 1 u n g i: i, ™,Ji, 27 , ¥, u, a, ce, 

b ) s c u r t e : e, o, ", 

c) de obste ( comune ) : a, i, ii, V, si 

d) de doao ori glasuitoare ( diftongi ): aiA, eiA, liA, oiA, Hi A, "i A, uiA, 
™iA, aiA, ceiA, iiiA, aV, eS, W, u, ii, a, 5, ce. 

Diaconovici-Loga M structureaza lucrarea mult mai clar, avand mai putine clasificari, acesta 
precizeaza in cap. I, De intrebuintarea literilor, reguli de folosire a literelor mari si mici, iar 
apoi face o incadrare a vocalelor, pe care le numeste sunatoare si a consoanelor, numite 
nesunatoare, indicand in acelasi timp si regula ortogralica de intrebuintare a fiecarei 
litere. Daca Eustatievici foloseste constant cuvantul s 1 o v a , la fel si Radu Tempea, si 
niciodata corespondentul latinesc, 1 i t e r a , Diaconovici intrebuinteaza permanent lexemul 
1 i t e r a in loc de slova, intelegand prin aceasta sunet. 

Diaconovici -Loga recunoaste doar 15 sunatoare (vocale): a, e, i, i, o, 27 , ”, u, ™, ii, 
ce,Jj, 5, V, simplificand astfel alfabetul, si le imparte in: 1 i m p e d e ( clare) : a, e, i, o, ii', 
nasoase ( nazale) : ?, o,J}s\cq\q doao sunatoare ascunse ( diftongi) : 
ce, ™, ii. Diaconovici nu adopta termenul neologic diftong, desi textul a aparut in 1818, cu mult 
dupa Gramatica lui Brasoveanul. 

O alta diferenta intre cele doua lucrari o regasim in faptul ca Diaconovici-Loga nu include 
literele: q, f ¥, ', in alfabet, insa precizeaza ca primele doua se folosesc in cadrul bisericii si la 
pashalie, iar celelalte doua doar la pashalie: ’’Afara de acestea mai sint Q, f ,¥, dintre care 
cele doao dintaiu in numarul besericesc si la pashalie, iara cele doao de pre urma numai la 
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pashalie se intrebuinjeaza.” ( Orthografia lui Loga, p. 6); ”se mtrebuinjeaza numai la Pashalle, 
insa slovenii si cetesc cu dansul” (p. 11). Pe litera a Loga o considera, alaturi de ce, c e 1 e 
doao sunatoare ascunse ( sonore latente ) ( Orthografia lui Loga, p. 14). 

in plus, D. E. Brasoveanul considera litera 5 ca fiind una dintre diftonghii alesi, despre care 
spune ca ”a sa desparti sau a sa descheia nu pot, stind intru puterea uniia glasnice” ( Gramatica 
lui D. E. Brasoveanul, p. 13), in timp ce Constantin Diaconovici-Loga o numeste vocala 
nasoasa, deoarece spune autorul ca ’’litera [i] ( o) mai vartos inaintea lui [n] (n) sta §i se scrie 
in cuvintele romanesti purcese de la limba latineasca, unde se scriiau cu [e], deci stand inainte 
de [n] pururea prin nas da respunderea tonului, p.e.: vantu (vo ’ntA), vine de la ventus (ve ’ntAs) ” 
(Orthografia lui Loga, p. 13). De asemenea, Brasoveanu precizeaza ca d este formata din in si 
az si se citeste ”prin scurtarea cea purcezatoare din ceriul gurii”, p. 14). 

D. E. Brasoveanul opereaza cu calcul lingvistic, cele de doao ori 
glasuitoare, langa care adauga echivalentul neologic, d i f t o n g h i (cuvantul - 
difthongi - este folosit si de Vacarescu in Ohservatii, 1787). Acestia sunt de trei feluri: 
alesi: u, u, 5, ce, a, o s e b i t i: aiA, eiA, iiA, oiA, Hi A, "i A, uiA, ™iA, aiA, ceiA, si 
n e o s e b i t i: aV, eV, W. 

in ceea ce priveste consoanele, D. E. Brasoveanul le numeste soglasnice, si le clasifica 
in: 


a) jumatate de glasnice (sonore), adica cele care ”dau mai mult glas” ( p. 
14): Q, z, q, /, m, n, r, s, c, q ,,, w, U, n si 

b) neglasnice (surde), adica cele ce dau ”mai putin glas” (p. 14): b, v, g, d, k, p, 

t* f /> - 

Diaconovici-Loga le numeste nesunatoare (24 la numar) si le imparte in: 
buzoase( labiale) : b, r, m, v,f; d i n t o a s e (dentalele, prepalatale): s,j, c, U,n,,, w, q, 
Q, ! ; 1 i m b o a s e (lingualele): t, d, f ,w; gatoase ( guturale) : g, k, x (postpalatale ). 
Litera Q nu este prinsa in textul lui Loga, intrucat dz era o particularitate in limba veche si in 
unele subdialecte dacoromane si autorul prefera folosirea fricativei sonore z in locul acesteia. 
Brasoveanul mai face o clasificare a consoanelor in: 

a) schimbatoare: cuvintele care se termina in k se schimba in q, d in j, g in!, t 
in c, s in , si w, j in d, 

b) doao feluri:/, U, n, 
c ) s t r e i n e : q, U, n. /, 

d) insus osebitoare: !.. 

in ceea ce priveste regulile de folosire a slovelor, Brasoveanul le cuprinde in dezlegarea 2: 
Pentru insemnarea tuturor slovelor, spre deosebire de Constantin Diaconovici-Loga, care le 
precizeaza in cadrul clasificarii vocalelor si consoanelor. 

in cele ce urmeaza vom incerca sa evidentiem deosebirile dintre reguli fonetice enuntate de cei 
doi autori. 

Pentru slovaa, Brasoveanul precizeaza ca se scrie la sfarsitul cuvintelor, iar in cuvintele grecesti 
se pune a foarte des. Loga adauga ca se mai foloseste uneori si in cuvintele straine si ca este 
cea care ofera accent silabei. 


”a. intru cuvintele grecesti, in locul slovei acestiia a se scrie foarte des, si mai vartos la sfarsitul 
cuvintelor, precum: filoldgia. ” (Gramatica lui D. E. Brasoveanul, p. 15). 


”a (a) Se pune cerandu-se un ton ce se produce cu intaia cascatura a gurii, p.e. vas (yds), par 
(par), sac (sak). Asijderca: [a] (a) se mai pune la cuvintele cele streine, p.e. Gheografla 
(Geograf’a), Epneas (Eppneas)”. (Orthografia lui Loga, p. 9) 
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O alta deosebire o aflam la stabilirea valorii fonetice a slovei v, pe care Brasoveanul o 
inlocuieste cu V in cuvintele de origine greceasca, dar si de alte origini. Loga atrage atentia 
asupra confuziei care se creeaza intre b, p, m, asa cum face distinctie intre v si/, intre Q cu !. ori 
w cu t si /. in privinta lui V, Loga nu ne lamureste care ar fl valoarea fonetica pe care i-o acorda, 
ci doar ca se noteaza numai in cuvinte straine si la Pashalie, deducand ca ar avea valorile: [i] si 
M doar din exemplele oferite: Evghenie (E Ed genie), Eghipet (E Eg)pet), mirul (in^irAI). 
(Orthografie, p. 11), insa in Gramatica din 1828, Loga precizeaza foarte clar valorile acesteia, 
adica ii atribuie valoarea [i] cand formeaza sigura silaba sau cand urmeaza dupa o consoana (i- 
postas, Eghi-pet) si ii mai atribuie valoarea de [v] cand este insotita de o vocala ( Evanghelie, 
Vachint ), ( Gramatica lui Logap. 41). 

”[b] (b) de [p] (p) §i de [in] (m), ca alta esta a zice baba (baba), alta papa (papa), si iar alta 
mama (mama). A§a drept vei respunde: Eu am vazutpre Papa de la Roma, iar nu: Eu am vazut 
pre baba de la Roma ”. ( Orthografia lui Loga, p. 16). 

”in cuvintele cele grecesti si alte streine trebuite intru dialectul cel rumanesc, in loc de v sa scrie 
V; in loc de pilda: e'llavie, Pastel. ” ( Gramatica lui D. E. Brasoveanul, p. 15). 

Daca Brasoveanul nu ofera exemple pentru toate regulile fonetice enuntate, Loga este foarte 
generos in explicatii mult mai clare insotite de cel putin trei exemple. Dascalul banatean indica, 
de asemenea, mai multe situatii de folosire a literei 27, aceasta punandu-se la inceputul 
cuvantului, in cuvintele aflate in cazul genitiv sau dativ la plural, cand se afla la mijlocul 
numelor straine, dar si romanesti, in celelalte cazuri se foloseste o'. 

”o (H) se pune: 

a) La inceputul cuvatului, fie romanesc sau strein. p.e: Osta§ (Z'std,), Otocar (EEtokar). 

b) In ghenitivul §i dativul numarului multoratec, p.e: a frafilor (aE fracilZr), a nepoatelor (aE 
nepoteZr) sau fmfilor (fracilZr), nepoatelor (nepotelZr). 

v) In mijlocul numelor streine, precum §i a numelor romanesti, avand inaintea sa sunatoare 
litara, precum: Sion (SiZ’n), faraon (faraZ’n), zioa (z/Za). 

Insamna: [o] (Z) esta imbinat din [oo], de unde urmeaza ca [o] (Z) esta atata cat [o] (o) lung, 
o (o) in toate celelalte intamplari se scrie precum: port (port), vostru (vostrA). ” (Orthografia 
lui Loga, p. 11). 

Eustatievici face distinctie intre i si i, precizand ca slova i se pune dupa o consoana, la inceput 
si ’’oriunde sa scrie”, iar l' se pune dupa o vocala, in timp ce Diaconovici-Loga e de parere ca '( 
se pune inaintea unei vocale adaugand, pe langa mentiunile foarte putine pe care le face 
Brasoveanul, si faptul ca i se intrebuinteaza si dupa slova i cand se formeaza articolul hotarat 
(’’Punese [i] (if scurt inca §i dupa [i] cu care hisofindu-se face pre articulul numelor, precum: 
prun (prim), prunii (primiP) a besevricii (a bes™’rigiP) , \ Orthografia lui Loga, p. 11), nu doar 
dupa consoana, asa cum ne spune Brasoveanul (la p. 15). Loga precizeaza ca i se foloseste si la 
sfarsitul substantivelor nearticulate if La numele Infiinfetoare sau substantive; luandu-se 
acestea fara hotarare, p. e. Oameni („pameniA),pomi (pomiA)”, Orthografia lui Loga, p. 10), 
si la sfarsitul adjectivelor care sunt precedate de substantivul determinat if La numele 
insu.fioare sau adective punandu-se dupa nume infiintetoariu, p.e. pomii verzi (pomiP veryzP), 
vasele largi (vasele larji") ” Orthografia lui Loga, p. 11), si la verbele de persoana a Il-a ("La 
a doaa persoana a verburilor in numarul singuratec §i multoratec., p. e: Tu canfi (tA kaAncP), 
voi cantcif (voiA kantacif, tu can tap' (tA kdhnld.P), voi cantcirdf (voP kantcirficif”, 
Orthografia lui Loga, p. 11), la inceputul si mijlocul cuvintelor romanesti, dar si in cuvintele 
de origine greaca care erau scrise cu a, in romana se scriu cu i (” la inceputul p la mijlocul 
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cuvintelor romane§ti, p. e. Inima (iccnimJS), trimis (trimi's). Apjderea, in cuvintele cele streine 
de la greci purcese unde acolo scriindu-se cu [ia] (a), in limba romanesca se scriu cu [i] (i), 
precum: Ilie (IElie), Iisus (UEisAs)”, Orthografia lui Loga, p. 10). 

Loga nu impartaseste aceeasi opinie cu Brasoveanul in ceea ce priveste folosirea slovei u, 
primul indicand utilizarea ei atat la inceput de cuvant, cat si la sfarsitul cuvintelor, dar si pentru 
a deosebi singularul de plural, precum: ’’calatoAriu (kfilfitorii") (unul), calatoAri (kfilfitorP) 
(mai multi)”, (Orthografia lui Loga, p. 15), Eustatievici insa, precizeaza doar ca it nu se pune 
la inceputul cuvintelor. 

Cat despre slova ™, Eustatievici mentioneaza ca nu se pune la inceputul cuvintelor, la fel 
cum nu se pun nici slovele u, a, b, in timp ce Loga face mai multe precizari privind slova iati. 
Acestei slove i se atribuie rar valoarea [e] cand se afla la mijlocul cuvintelor, dar poate avea si 
valoarea [ea] la cuvintele feminine articulate, care la forma nearticulata se termina in [e], si, de 
asemenea, are valoarea [ea] la imperfectul verbului. Insa, Loga atrage atentia ca atunci cand 
este precedata de o vocala se pune a (ia), nu ™ (ea) (Orthografia lui Loga, p. 15). 

Constantin Diaconovici-Loga este mult mai explicit si incearca sa enumere cat mai multe 
situatii de utilizare a slovelor chirilice, cat si exceptiile de la regula. 

Din Gramatica lui Eustatievici lipsesc regulile de despartire in silabe. 

In ceea ce priveste ’’intrebuintarea semnelor” se remarca multe diferente intre cele doua texte. 
Aceasta zona este organizata de Eustatievici in doua parti: Pentru lovirea sau inaltarea glasului 
si Pentru impiedecarea sau rinduirea cuvintelor prin stari, iar Loga isi numeste capitolul: 
Intrebuintarea semnelor. Loga remarca foarte bine ca exista semne care sunt specillcc 
cuvintelor si se pun la cuvinte si semne care se pun in cadrul propozitiilor. 

Autorul Gramaticii identified zece semne pentru lovirea sau inaltarea glasului: 

a) oxia, a dec a as cut it a inaltare (accentul ascutit), 

b) varia, grea apasare (accentul grav) 

c) perispomeni sau imprejur inco vaiere (accent circumflex ), 

d) macra sau dunga lun g a (pronuntarea lunga a vocalei), 

e) vrahia, dunga scurta sau inco voiata (pronuntarea scurta a vocalei), 

f) dasia, suflarea grosa ( ” placuta ingrosare” a pronuntiei, adica spirit aspru), 

g) psili, suflarea suptire (” lina suptiere” a pronuntiei, adica spirit lin), 

h) apostrof, intoarecere, 

i) eric sau ir mititel (se pune deasupra consoanei de la mijlocul cuvantului, ’’aratand 
cum lepadata este slova aceasta '”) 

j) paerc sau ir pe urma (se pune deasupra consoanei de la sfarsitul cuvantului, 
’’aratand lepadarea slovei acestiia JT). 

in plus fata de Loga, Eustatievici Brasoveanul recunoaste inca patru semne, si anume: 
perispomeni sau imprejur incovaiere (titla), macra sau 
dunga lunga, eric sau ir mititel, paeric sau ir pe urma, 
notiunea de titla fund utilizata mai tarziu de Loga in Gramatica de la 1822. 

Eustatievici adauga fiecarui metatermen nou introdus si modelul calchiat, insa Loga renunta 
a mai indica modelul copiat, exceptie facand doar cuvantul dasia caruia ii adauga sinonimul: 
miesuratoarea. Loga mentioneaza de titla in Gramatica din 1828. Daca Eustatievici numeste 
psili semnul care reprezinta ’’suflarea cea suptire intru inceputul tuturor zicerilor ce se incep de 
la glasnica, asemine intru multe evreiesti si grecesti, precum: aprma ”) (p. [21/20 1 ] ), Loga o 
numeste iso si se pune la ” inceputul cuvantului” (p. 22) 

In Pentru impiedecarea sau rinduirea cuvin telor prin stari, Eustatievici recunoaste 8 semne: 

a) d u n g a [ / ] (bara oblica) 

b) impiedecarea sau jumatat de soroaca [,] (virgula) 
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c) doao impunsuri sau doao soroci [;] ( punct si virgula) 

d) intreaga impunsura sau s o r o a c a [. ] ( punct) 

e) impreunatoarea sau unitoarea [- sau =] (Uni a de despartire ) 

f) semnul intrebarii [ ; ] . De remarcat este faptul ca Eustatievici reprezinta semnul 
intrebarii prin punct si virgula si asa apare peste tot in text ( nota de subsol, N. A. Ursu in 
Gramatica rumaneasca, D. E. Brasoveanul p. 24) 

g) semnul cel de mirare [!] ( semnul exclamarii) 

h) semnul cel de osebire side despartire sau lepadare ([] sau 
()) - (parenteze rotude/patrate). 

Iar Loga identified 13 semne care se pun in propozitii {La inchieturi). In plus fata de Gramatica 
lui Eustatievici, Loga adauga: 

a) doao puncturi sau colon [:] (douapuncte) 

b) semnul cugetarii [-] (linia de pauza) 

c) semnul linserii [’] ( apostrof) 

d) paragraful [&] 

e) aducatoare [„”] ( ghilimele) 

f) aratatoarea sau asterisc [*]. Si exclude dunga (bara oblica) din clasificare. 

Virgula este numita de Loga opritoarea sau comma, punct si virgula este numita 
opritoarea punctata sau semicolon, semnul intrebarii este 
intrebatoriul semn, semnul exclamarii este chematorul semn sau 
minunatoarea, parentezele sunt cuprinzatoarea sau parentesul. 

in concluzie, este evident faptul ca cele doua lucrari au putine puncte comune, remarcandu- 
se rapiditatea cu care a evoluat cercetarea in domeniul lingvisticii romanesti. Daca lucrarea lui 
D. E. Brasoveanul contine o terminologie gramaticala calchiata in intregime dupa modelele 
straine, cuprinde neologisme de origine slavona, neogreaca, in lucrarea de la 1818, Constantin 
Diaconovici-Loga incearca sa se desprinda de influenta slavona, cuprinzand multe neologisme 
de origine latina, dar si numeroase calcuri. 
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Abstract: Undoubtedly involved in the forty-eighters movement, Bolintineanu, under the influence of 
“contemporary Parnassus ” cultivates a type of poetry included in the neo-Latin current, mostly French. 
The reforming position displayed by Bolintineanu in literature also has reverberations in terms of 
doctrine and politics, where he pleads for new laws to ensure and maintain freedom. Under these 
circumstances, he takes part at Bucharest to the act of “The Unification of Romanian Principalities ”, 
and possibly from the reasons he accepts to manage the newspaper “Dambovifa” which he makes 
available to the ideal of unity. The desire to change the society’s mentality is so big that Bolintineanu 
prefers to occupy a diplomatic position of “minister without clothes ”, rather than holding respectable 
functions, ridiculizing the race for jobbery, “the lack ofpatriotism characteristic to both the large and 
small landlords ”, but also to “the rising bourgeoisie ”. The novel “ Willing fools ” comes to support the 
premises of national revival expressed by Bolintineanu which, in order to reach his belief resorts to 
historical evocations arid Masonic revelations with actors/characters with conspiratorial names 
involved in a fierce debate on a “national and democratic revolution ”, conclusions approaching: “the 
country’s autonomy, equality of all Romanians before the law”. With this esoteric manual, Bolintineanu 
receives the third rank in the lodge “Star of Danube ” in Bucharest, which he leaves in 1864 to become 
member of the “Brotherhood Lodge ”. 

Keywords: patriotism,democratic revolution,unity, Romanian Principalities 


1. INTRODUCERE 

Dimitrie Bolintineanu (nascut in 1819 [1825 dupa alte surse] la Bolintin-Vale, decedat 
in 20 august 1872, la Bucure§ti) ramane unmodel al „scriitorului cel mai caracteristic”pentru 
epoca agitata de„pasiuni politice puternice” in care a scris, moment care a impus acestui scriitor 
supravalorificat, „un ideal strain de arta”, fapt ce nu 1-a impiedicat pe Bolintineanu sa 
concureze putemic „regalitatea” lui Alecsandri. Pana la jumatatea veacului al XlX-lea, 
literatura noastra a ramas in seama unei boierimi inimoase, de o larga educate, ajunsa la „cea 
mai inalta treapta sociala” (Lovinescu,1997,176.), care s-a straduit sa se implice in 
„rede§teptarea culturala” a naponalitapi romane, asemanata de Bolintineanu cu „o aurora dupa 
o lunga noapte”. Debutul in volum (1847) al lui Bolintineanu, ca si cel al congenerului sau 
Bolliac, de altfel, sta sub semnul unei poezii capabile sa „primeneasca mcntalitaplc” si sa 
„reformeze intreaga societate” romaneasca pe care literatura vremii se simjea datoare sa o ascze 
„pe baze noi”. D. Popovici observa cu justeje ca Dimitrie Bolintineanu aducea in atenpa 
cititorilor un gen de poezie „care trada o participare mai activa la mentalitatea epocii”: este 
vorba despre „balada istorica, initiata pe latura cea mai accesibila poetului din acele timpuri: 
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cea galanta”. Copist la Ministerial de Exteme, primepe concediu de la George Bibescu, cu 
apostila domnitorului: „Vazand sperantclc mari ce da acest june”, moment dupa care este 
„ridicat in rag de pitar, pentru merite literare.”( Ibidem.). Fonnat inca de la varsta de 20 de ani 
in spirit occidental, si facand parte din societatea secreta „Fra[ia”, ajunge la Paris in calitate de 
bursier al „Asocia[iei literare”( Cioculescu, 1987, p.92.), de unde Bolintineanu se implied fara 
ezitare in miscarca pa§optista. 

2. PARNASUL CONTEMPORAN 

Sub influcnta „Parnasului contemporan” cultiva un gen de poezie inclus in curentul 
neolatin, in speja francez, a§ezandu-se in traditia lui Alecsandri, Eliade Radulescu, Cirlova. 1 
Rechemat in tara de imprejurarile din 1848, se implied in editarea ziarului „Poporul suveran”. 
„Machedoneanul” care ofera limbii romane ceva din vocabularul macedo-roman e framantat de 
gandul ca un popor - precum cel al romanilor - aruncat intre neamuri straine trebuie sa aiba o 
putemica „con§tiin|a a national itapi sale ca sa nu se mistuie intre ele.”( Cioculescu, op.cit., 
p.103.) Bolintineanu era atat de atasat idealurilor de uniune din timpul rcvolupci incat atunci 
cand aflase ca guvernul provizoriu fusese arestat, „se urea intr-o birja §i silea vizitiul sa intre in 
curtea palatului (Ghica,1959, pp. 39-41). in urma ciocnirilor de la Dealu Spirii va fi arestat, 
apoi obligat sa piece intr-un exil de durata la Paris. Facand parte din grupul fostilor revoluponari 
de care se temea „inalta Poarta”, nu ii este permis sa se reintoarca in Jara nici atunci cand 
primepe o invitatie oficiala din partea domnitorului Grigore Ghica, pentru a prelua o catedra 
de literatura la Universitatea din lap. 

2.1. Transcrieri lirice 

intre anii 1845-1850, perioada in care se dovedepe un acerb militant pentru eliberarea 
Tdrilor Romane de sub tutela turca, ii apar „transcrieri lirice” in care sunt insumate sentimente 
legate de emanciparea romanilor. Astfel, in poezia „Plangerile poetului roman” invoca 
important^ prezentei unui initial ca singura persoana in stare a trezi locuitorii din adormirea 
robiei, p care si-ar putea asuma misia redcstcptarii spiritului adormit al libertapi: O, pentru ce, 
poete, in canturile tale/Tu plangi aceasta Jara in care te-ai format? [,..]/Nu vezi locuitorii cat 
sunt de multumip?/Ca nimeni nu se plange de zile dureroase [...]/Aici pamantul nostru e 
binecuvantat, /El varsa rauri d-aur; dar ip voi spune pcLipsc^tc libertatea, §i tot e intristat.( 
Bolintineanu,2001, p. 77).Aria tematica abordata de scriitorul roman se inscrie in sfera 
„preocuparilor inijiatice” practicate de teosofi §i francmasoni, o preocupare vizibila in cazul lui 
Dimitrie Bolintineanu prin predilccpa pentru epopee. De altfel, se pare ca Bolitineanu traicstc 
cu sentimentul ca menirea lui este de a reface prestigiul national imbogapnd literature romana 
cu o epopee istorica. Asa dupa cum precizam, in procesul de decriptare a fajetei legendare a 
francmasoneriei prin prisma spiritualitapi romancsti, un punct de sprijin ni-1 ofera „mitologia 
literaturizata”, proces generat §i realimentat, a§a cum o probeaza D. Bolintineanu de/prin 
patriotismul sincer si adanc al scriitorilor romani francmasoni. Din cele prezentate s-a putut 
observa ca in acest proces de literaturizare a mitologiei, realizarea unei epopei naponale fusese 
„visul” neimplinit a lui Gh. Asachi, Ion Heliade Radulescu, Costache Negruzzi etc.dar o zana 
rea o impiedicase sa apara: §tefaniada lui Asachi fusese distrusa, se spune, de focul din 1827; 
§tefaniada lui Negruzzi disparuse de asemenea in chip misterios, iar avantul epic al lui Heliade 
fusese sugrumat de aflarea unui document inoportun, care facea ca Mihaiada sa fie parasita abia 
inceputa. Mai pupn indreptapta decat toate acestea sa existe, nici un cataclism nu s-a abatut 
to tup asupra Traianidei §i n-a distrus-o. Excrcipi pregatitoare facuse [Bolintineanu] scriind 
Andrei sau luarea Nicopolei §i mai cu seama Sorin sau taierea boierilor, poema al carei inceput 
se fixeaza sub influenza lui Faust.(Popovici, 1972, pp. 293-294) 

2.2. Mitologia populara 
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Dincolo de inerentele stangacii prin care luam act de certele devieri de perspectiva, 
potrivit carora dacii lui Bolintineanu ni se arata mai curand ni§te sibariti horaticni patronati de 
Eudochia, soaja lui Zamolxis si „zei(a amorului liber”. Aceasta, din protectoarea dacilor (din 
primele variante) devine, spe finalul epopeii, o du§mana a lor. D.Popovici, G. Calinescu §.a.m.d. 
ii imputau lui Bolintineanu „lipsa totala de intuijie a istoriei”, contradicjii generate de 
superficialitate §i grabain redactare si de o „statornica falsitate a tonului”.Nazuind sa creeze o 
mitologie a dacilor, Bolintineanu nu ezita sa apeleze §i la diferite surse §i motive din mitologia 
populara, sau creeaza el insu§i mitologii in spiritul celor eline. Se poate lesne observa cum se 
produce aceasta denaturare, daca ne referim la „constructia” celor doi eroi ai „Traianidei” lui 
Bolintineanu: Zalmoxis si Eudochia. Referindu-se la „mitonimele dace”, Mircea Vulcanescu 
semnala intersectarea a doua aspecte ale „onomasticii divine la daci”: pe de o parte, „istoria 
mitizata” a unor mari preoti, profcti, regi zcificap, iar pe de alta, „mitologia istoriata”, cea a 
„cuceririlor indiscutabile a panteonului dac in opinia culturala a grecoromanilor, cele mai 
elevate popoare ale antichitajilor europene, a caror mitologie devenise un bun comun cultural 
din care au fost liberi sa se infrupte §i pa^optistii francmasoni romani. Cat de mult se va abate 
Bolintineanu de la chtonismul lui Zalmoxix, ca zeu al pamantului, al morjii §i al nemuririi, se 
va putea constata din punerea alaturi cu varianta mitologic-literaturizanta a lui Bolintineanu. In 
„Traianida” Zalmoxis este o varianta a lui Zeus. A§a ca il vom rccunoaste in scene in care 
„prezideaza adunarile zeilor”, are ,,ncin(elegcri cu Eudochia, o varianta conventionalista a 
Herei, care 1-ar trada pe Zalmoxis cu dacul Oneu, cel indragostit de sora lui Decebal. §i pentru 
ca abaterea sa fie si mai evidenta, vor fi introdu§i in scenariul mitologizant o serie de entitaji 
prefabricate: Cosanzeana, Fat-Frumos, ursitoarele etc. cu atribute mai apropiate de varianta lui 
Aron Densusianu. Cosanzeana lui Bolintineanu are „atribute nedefinite” apropiindu-se de 
etimonul „consens” (sfatuitor, consilier divin), titlu particular ce se atribuia celor 12 „zeita(i de 
sfat din Olimp”, din care facea parte §i Diana, al carei model se suprapune cu varianta 
romaneasca din „Traianida”, Cosanzeana. Dar cea mai grava abatere se poate observa din 
indecizia masonului Bolintineanu in definirea actiunii umane, eroii lui fund construiti din 
„bucafi disparate, a caror natura diferita nici o alchimie poetica n-o poate aduce la unitate”( 
Popovici, op. cit., p. 295). Este un prim avertisment cu privire la ceea ce se poate intampla 
atunci cand anumite trasee masonice sunt prost incercate. O dovede§te statuia sibaritica a 
regelui Decebal devenit, din erou „taiat din negura si fabula, proiectat pe muntenateci varfuri” 
un amant comun al Tiliei. Sau pe alta axa, Lazeea, sora lui Decebal, „cu apetituri de Clorinda”, 
care in „economia totalului” epopeic ar fi trebuit sa personifice castitatea si eroismul, iar prin 
destinul sau unul dintre cele mai tragice momente ale „Traianidei”. 

2.3. Misterele Francmasoneriei 

Studiind si „valorile stilistice” folosite in creatia lui Bolintineanu, constatam ca acesta 
utilizeaza in acccasi maniera proprie si metaforele, care se vad legate de Misterele 
Francmasoneriei: „In noapte aurora luce”; De rugina-1 scutura / Ca laptele il facea / Ca soarele 
stralucea”; „Ca un glob de aur luna stralucea”§.a.. Aceste referiri repetate la luna §i soare 
(simboluri geometrice ale cercului), care au echivalenta tridimensionala in forma globului / 
sferei, sunt recunoscute in viziunea poetica a lui Bolintineanu sub „o sfera cereasca”. Prin cele 
doua corpuri ccrcsti ne sunt induse perceptii legate de atotprezenta divina / Dumnezeiasca - o 
metonimie a luminii provocate de soare. Prin acest efect de inversare a abstractului prin concret 
Bolintineanu ofera receptorului posibilitatea de „a traduce realitaji in limba sau deduceri din 
limba a realitajii la care aceasta se refera”(Segre,1986, p. 183). Ca atare, in reprezentarea lumii 
folose§te in texte simboluri, referirea sa la misterele celor §apte arte si stiinjc libere, „pentru 
care Cicero indemna ucenicii la studiu minujios”, fiind evidenta.( Mackey, 2008, p. 213). 
Paralel cu aceasta preocupare, Bolintineanu, cel preaplin de viziuni politic-revolujionare si de 
idei poetice, aduce in literatura noastra „decorul Orientului mirific”( Negoi(cscu,2002, p. 72.), 
un spatiu de care se simte legat spiritual pe linie masonica. Exilul - ca urmare a participarii la 
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Revolufia dinl848 - ii ofera prilejul initicrii prin calatorii: iarna in Balcani, peDunare si in 
Bulgaria (1851-1852), primavara inPalestina §i Egipt( 1853), vara in Macedonia (1853), in Asia 
Mica (1854) §i in Moldova (1857). Meditajiile pe care i le-au prilejuit aceste calatorii le regasim 
in cele cinci volume ale memorialului sau de calatorie.Dupa cum semnalau si D. Popovici, G. 
Calinescu, Paul Cornea sau mai recent Gh. Manolache, descrierile de calatorie erau „un articol 
la moda” in literatura romana fiind abordate fie parodic, asa cum se poate observa din rico§eul 
la „insemnare a calatoriei mele”, a lui Costache Balacescu prin „Rclatia voiagiului meu ce am 
facut cu tata pe deal” (1845), fie la modul serios, dupa cum o probeaza „0 calatorie la 
Constantinopol” (1844) de Th. Codrescu, „Suvenire §i impresii de calatorie in Romania, 
Bulgaria §i Constantinopole” (1858) de D. Ralleti, „Calatoriile” lui V. Alecsandri (1855) sau 
cele ale lui D. Bolintineanu. Sa nu uitam ca in secolul al XlX-lea scriitorii romani erau fascinafi 
de universurile lumii orientale §i balcanice. Volumul „Calatorii la Ierusalim §i Egipt” reune§te 
pagini din istoria tinuturilor strabatute, scriitorul oferind, precum intr-un consistent „raport 
diplomatic”, date despre atmosfera acelor timpuri, despre cele mai vechi legende ale locurilor, 
despre viejile sfinjilor §i ale imparajilor ce au trait aici, fara sa neglijeze referirile explicite la 
islam, la vechile tradifii privind profctiilc lui „Muhammad”, un cadru din care nu lipscstc 
relatarea despre minunea aprinderii luminii de la Sfantul Mormant, despre fanatismul crcstinilor 
§i al musulmanilor. Bolintineanu are relatari bine documentate §i despre personalitafile 
musulmane pe care le intalne§te in voiaj, considerate persoane tolerante, care intcleg ca 
„oamenii sunt impreuna calatori prin vial,a” pentru instaurarea unei armonii interetnice §i 
interreligioase, sublinieri apropiate preceptelor masoneriei speculative, formulate ca limbaj al 
„§tiin(ei moral itafii”. In acest jumal, scris inainte de secularizarea lui Cuza, Bolintineanu trece 
in revista §i veniturile Sfantului Mormant, care ajung aici din Principatele Romane §i nu numai, 
considerand ca, in ordinea insemnatajii, cele mai consistente sunt daniile venite dinspre Jarile 
Romane, fapt care, fire§te, ll revolta peste masura. 

3. LIMA DIPLOMATICA 

La fel de valoroase pe linia „diplomatica” sunt §i lucrarile de memorialistica, din care 
se desprinde „Cuza-Voda §i oamenii sai”, la care am adauga si romanul politic „Doritorii 
nebuni”, o adevarata disertajie asupra gencrajici de la 1821 (cu trimiteri la Revolujia condusa 
de Tudor Vladimirescu) §i a celei de 1837 (cu aluzii la schisma dintre Heliade Radulescu §i Ion 
Campineanu pe tema adaosului la „Regulamentul Organic”). „Calatorii in Palestina si Egipt”, 
„Calatorii in Asia Mica”, fara de care romanul „Conrad” n-ar fi fost cu putiinta, sunt considerate 
de D. Popovici puncte cardinale in rcsurcctia temelor §i in desfasurarea unei „intarziate literaturi 
preromantice”. „Din aceste regiuni avea sa porneasca, cu Mortua est, zborul puternic al lui 
Eminescu”( Popovici op. cit., p.319), „Calatoriile” lui Bolintineanu contribuind esenfial la 
„crearea atmosferei poetice in care i§i facea ucenicia, influcntata de poezia lui Bolintineanu, 
Mihai Eminescu”(Ibidem., p.326). Postura reformatoare pe care Bolintineanu §i-o dore§te in 
literatura are reverberafii §i pe linie doctrinar-politica, el aratandu-se convins de necesitatea 
votarii unor legi noi menite a garanta §i a mcntinc libertatea. In baza acestui mesaj, construit pe 
un fundament liric, Bolintineanu nu putea sa nu fie „curtat”, in calitate de redactor de publicafii 
ca „Eumenidele” sau „Poporul suveran”, gazete care imbinau fericit politicul cu literatura. Dupa 
unsprezece ani de peregrinari, in care reu§e§te sa publice poezii §i impresii de calatorie, la 
intervale regulate, Bolintineanu participa in Bucuresti, la actul Unirii Principatelor Romane. 
Preluand §i conducerea gazetei „Dambovita”, o pune in slujba idealului unionist inca de la 
primul numar (aparut la 11 octombrie 1858). Ca un efect imediat, in paginile acesteia se vor 
rezerva „rcdac(ionalc” referitoare la importanfa alegerii lui Alexandru loan Cuza in calitate de 
domnitor al Munteniei. In numarul 31 al publicafiei amintite, chiar Dimitrie Bolintineanu face 
urmatoarea precizare: Printr-aceasta fapta (unirea) se constata ca daca fratii nostri de peste 
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Milcov au dat exemplu de sentimente patriotice antice, romanii de dincoaci de Milcov au 
raspuns cu acccasi marire. Demni firaji de a fi uniti, ei au dovedit [...] inca o data intr-aceasta 
lupta nobila §i sublima de cele mai rare sacrifice §i abnegajii.( Virgolici, 1987, pp. 13-16) 
Dorinja implicarii in schimbarea de mentalitaji este asa de mare incat Bolintineanu va refuza 
functia de efor al Spitalelor, apoi calitatea de membru in Comisia Europeans a DunSrii (o 
posturS diplomatics), pe considerentul cS nu putea admite concilierea si nici compromisurile. 
Ulterior, in 1862, va fi cooptat in Guvemul lui Mihail KogSlniceanu, unde ocupS funcjia de 
ministru al Cultelor si Instrucjiunii Publice, pentru ca dupS numai un an sS demisioneze pentru 
a fi numit de cStre domnitorul Jarii membru al Consiliului de Stat. In ultimii ani de domnie, 
Alexandru loan Cuza se afla sub influcnta totals a camarilei sale, pe care Dimitrie Bolintineanu 
o numea „o camarilS de femei”, pentru ca, desi se compunea din bSrbaJi, ace§tia erau condu§i 
din umbra de femei, intr-un context de complicitate suveranS, nu o data legatS istoric de 
domnitor: Dupa 2 mai avurSm o camarila de femei. Curtea avea favoriti, ministrii aveau 
asemenea, prefecjii aveau asemenea, subprefecjii aveau asemenea; accsti favoriji erau uleiul 
care ungea roatele machinei regimului.( Bolintineanu, op.cit., p.356.) Ie§iji de sub orice control, 
intr-un stat cu regim personal, membrii camarilei operau constant cu principalul instrument al 
oricSrui grup de favoriti: coruptia; aceasta fiind, de altfel, §i concluzia finals a lui Bolintineanu. 
Dimitrie Bolintineanu „fost ministru fSrS haine (PScurariu,1965,p.37.) chiar dacS setanguie 
patetic in faja viefii, cSreia ii inalfS adevSrate imnuri, nu evitS sa observe, din acccasi realitate 
a viefii, goana dupa cSpStuialS, pe care o satirizeazS, mai ales ca are sa constate cu stupoare ca: 
„lipsa de patriotism caracterizeazS nu numai, boierimea mare §i mica, ci §i burghezia care se 
ridica”( Ibidem.,p.73.). In ceea ce ne prive§te, dincolo de rezervele provocate de receptarea 
entuziastS a contemporanilor §i de „taxarea” exageratS a urmasilor, se pot aduce amendamente 
opiniei lui Nicolae Manolescu, potrivit caruia „Bolintineanu este cel mai plat didactic, cel mai 
plicticos documentar dintre tot) calatorii no§tri din secolul trecut”, iar in ceea ce priveste 
„digresiunile istorice” vazute ca „ghiulelele de tunare a scriiturii”(Manolescu, 2008, p.211) Gh. 
Manolache avansa ipoteza ca D. Bolintineanu se cere a fi revazut din perspectiva §i cu 
instrumentarul optic al historismului programatic al anilor 1848, poezia lui cu subiect istoric 
fiind dependents, pe langa anumite obligapi pe care le presupuneau „funcjiile”, de un anume 
refiren politic. Cat despre ,,1 ibcrtatile manifeste” pe care Bolintineanu §i le-a permis, acestea se 
intrevad in poezia exotica si in balada fantastica. Intr-adevar, pe alocuri, poezia si proza lui 
Dimitrie Bolintineanu suna vetust, chiar daca am aminti de creajii precum: „Florile Bosforului”, 
„Legende istorice”, „Macedonele”, epopeile „Conrad” §i „Traianida” sau romanele „Manoil” 
§i „Elena”. Dincolo de aceste amendamente, consideram §i noi ca talentul poetului nu §i-a gasit 
terenul propriu nici in elegie, de§i isi datorase intaiul succes rasunator acesteia. „Structura” lui 
instabila este mai „vizibila sub unghiul viziunii poetice”(Cioculescu,op.cit.,p.95.) pe care o 
descoperim captand universul si transpunandu-1 in cantari perpetue, printre acestea numarandu- 
se si poemele de inspirajic religioasa. In ele ni se arata „machedonul”, autor al unor texte de 
autentica meditatic cre§tina, cum ar fi: „Fecioara Maria”, „La Dumnezeu”, „La Iisus pe cruce”, 
remarcate, printre aljii, si de catre Ion Negoijescu. Cu certitudine poezia „Fecioara Maria” este 
o transcriere speciala: „Se inalja in azur/ Intr-o cea|a argintoasa / Cu flori d-aur imprejur”, in 
care Bolintineanu demonstreaza ca este un „afin ezoteric”, care ne transpune intr-un act de 
reflecjie asupra participarii cosmice la „acte divine”. Merita insistat si asupra romanului 
„Doritori nebuni”, un roman in care nu se muljume§te doar sa puna in valoare premisele 
rede§teptarii najionale, recurgand la evocari istorice §i la dezvaluiri masonice. Eroii acestui 
roman sunt protagoni§tii „Lojii masonice Rcgcncrapunca”, personaje care de§i poarta nume 
conspirative sunt u§or identificabile, evident cu sprijinul autorului. Astfel, aflam ca: Dem, 
Poetul este Dimitrie Bolintineanu; Vel - Nicolae Balcescu; LuJ - Costache Bellu; Edem - 
Eliade Radulescu; Cheren - Iancu Vacarescu; Radoji - Grigore Radovanu; Els - Christian Tell; 
On - Ion Deivos.( Bodea, 2004, p.538) Dimitrie Bolintineanu, pe parcursul romanului, implica 
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aceste personaje intr-o discupe acerba despre o „rcvolupunc nationals si democratica”, in care 
dezbaterile converg spre „autonomia Jarei, egalitatea tuturor romanilor inaintea legilor si lupta 
tradiponala, lupta cea mare mostcnita de la strabuni”( Bolintineanu, op.cit.,pp.78-79), din care 
nu lipsesc indemnuri patriotarde, in formule militant-revoluponare: Vino cu noi, nu te da inapoi. 
Dumnezeu a pus in tine spiritual sau, te-a insemnat sa fii o piatra din templul ce are sa se radice.( 
Ibidem.) Prin „templul” invocat in text scriitorul face o referire discrete asupra structurii 
confreriilor. In plus, avem transpuse in roman si cateva crampeie din „iniperea masonilor”, 
precum rezulta §i din urmatoarea replica a personajului Cheren, alias Iancu Vacarescu: Oare tu 
tremuri in faja cu pericolul? Zidarii nu se tern de nimic §i nu cruj nimic ca sa mearga pe calea 
adevarului. A urmat o alta probe in care candidatul trebuie sa mearga printr-o galerie strimta §i 
intunecata la capatul careia se afla o scare al carei capatii era in aer, prilej de a verifica putinta 
candidatului de a infrunta vrajmasiile lumii. ( Bolintineanu, 1869, p. 168.) In acclasi „context 
masonic” sunt prezentate „intimitep rclationarc” din cadrul lojii, descrise prin intennediul 
personajului Dem, o varianta a lui Eliade Radulescu, care in faja alegerii de a intra in Societatea 
i§i pune zeci de intrebari daca oamenii in slujba carora s-ar pune sint de buna credinja, daca 
convingerile lor vor aduce imbunatatirca situapei celor mulp, daca a conspira este totuna cu a 
lovi din umbra, daca scopul acelei Societal) va fi Evanghelia viitorului, daca nu contravine 
aepunii rcvoluponarc3 Personajul este convins ca „omul luminat” are o misie frumoasa in viaja; 
are o datorie catre societate, catre omenire, asa cum o sugereaza Masoneria albastra pentru care 
„a sprijini patria, libertatea, este o idee frumoasa; a sprijini dreptatea este o idee sublima; 
dreptatea nu este numai dreptatea relative, este o dreptate absolute”. Pentru ca, in sfera 
idealismului si a oppunilor masonice cu privire la „instrainarea’7degradarea „ideii absolute”, 
„este o tradare a ramanea in urma cclorlalti, tradare contra tuturor ce au vointa mea.”(Ibidem). 
Cu un astfel de „manual esoteric” nu este de mirare ca in anul 1859 Bolintineanu priincite 
gradul al treilea in cadrul „Lojii Steaua Dunarii” din Bucurcsti, pe care o parase§te in 1864 
pentru a deveni membru al „Lojii Frapa”. Poate si din acest motiv Bolintineanu ni se pare cu 
mult mai interesant ca personaj de epoca decat in rolul de scriitor, biografia Hind o solupc 
salvatoare prin transcrierea/literaturizarea experienjei social-politice. In aceasta categorie se 
inscrie §i poemul indreptat impotriva „loviturii de la palaf’, prin care Alexandru loan Cuza a 
fost inlaturat de la domnie, prilej pentru Bolintineanu de a asterne urmatoarele versuri 
sarcastice: [...]Un tron nu se-ntare§te cu bande de talhari. [...].Oh! Domni! Alcgcp oameni cu 
care guvernap Din oameni cu virtute, din oameni luminap! [,..]Un ediliciu ce sadc pe slabe 
fundamente Nu poate sa reziste la crude-evenimente. Un tron se pierde daca el chiama sa-1 ajute 
Aceste elemente sarace de virtute. Prin oameni de principii se intarcstc-un tron. Prin oameni de 
favoruri se pierde orice domn. Din 1866, cand Bolintineanu a decis sa se retraga din viata 
publica, si pana la moartea sa survenita pe 20 august 1872, „faima” i-a disparut total la „bursa 
literara”, poetul ramanand robul unei singuratap apasatoare. Cezar Bolliac propune sa i se 
acorde o recompense naponala; propunere neacceptata. Ramas „sarac lipit pamantului”, ,,frapi” 
incearca sa-1 ajute. Astfel, cand Bolintineanu este silit sa i§i scoata biblioteca la licitape, 
Costache Negri §i Vasile Alecsandri, ca vechi §i devotap confrap, o vor cumpara lasand-o in 
continuare in posesia confratelui napastuit de soarta. Asa cum putem observa si din cele 
prezentate de Gh. Manolache, referitoare la Anton Naum, astfel de gesturi se practicau de regula 
intre frap.In ceea ce prive§te incadrarea lui Bolintineanu in aria de cuprindere a egregorului 
intermediar romanesc, „prin progresismul politic”, precum §i prin interesul sau faja de cultura 
§i valorile poporane, acesta „se situeaza pe acccasi linie cu scriitorii moldoveni de la „Dacia 
literara.”( Cioculescu, 1985, p. 104). 

CONCLUSIONS 

Asupra progresistului epocii §i asupra teoreticianului romantismului revoluponar Cezar 
Bolliac „o uitare nedreapta s-a intins”. Intr-un autentic exercipu de admirape, subliniindu-i 
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calitatea intelectualS, formats la scoala francmasonilor, G. CSlinescu se intreba retoric: Dar ce 
n-a citit Bolliac? E o bibliotecS universalS a lui Eliade intrupatS. §tia italiene§te si cnglczcstc §i 
avea cunostirgS, oricat de superficial, de Pope, Dryden, Milton, Samuel Butler, Chatterton, 
Spencer, Rushworth. Printre francezi, scdca in frunte Voltaire, din ale cSrui poezii extrSgea un 
motto. In 1863 inaugura un „jurnal portativ” Curiosul, din care nu putu tipSri decat trei numere, 
unde se gSse§te o traducere din Corinna D-nei de StSel §i alta in prozS de Manzoni (Cinque 
maggio).(Calinescu, 1982, p. 247). AlSturi de tot ceea ce presupune o atare „companie 
masonicS” prin care i se gireazS profilul spiritual, G. Calinescu va mai adSuga o serie de 
curiozitStj cum ar fi: pasiunea secrets pentru arheologie (persiflatS de Al. Odobescu in „Fumuri 
arheologice scornite din lulele preistorice”) §i implicarea in „toate asociajiile conspirative” §i/ 
sau culturale, in „Societatea filarmonicS”, in „Fra(ia” (1843), iar din 1859 in „Loja Steaua 
DunSrii”, „combStand, agitandu-se, pentru care lucru §i suferi inchisoare in 1840-1841, cand cu 
complotul impotriva domnului, de§i era praporcic amintit ca atare din 1838 §i pomojnic la masa 
rangurilor din Secretariatul statului”(Ibidem.) si, am mai adauga noi, cSderea sub ispitirea 
idealului socialist, de dinainte de la 1848. Dar, cum bine observau G. Calinescu, D. Popovici 
etc. pe atunci „to(i erau cxalta(i”,Boliac ajungand, cu vremea, la o „serioasS revizuire a 
concepjiei §i atitudinii sale politice. Cert este ca, in 1859, Cezar Bolliac afirma ca nu admite 
„republicanismul”, „socialismul” §i nici „comunismul, mai cumplit decat socialismul”. DacS ar 
fi sS-i dam crezare lui G. Calinescu, nu se verified insiunuarea lui Heliade cum ca distinsul 
Bolliac ar fi fost un „rcvolu(ionar absolut”, un categoric „om de stanga” pe considerentul ca 
ideile §i „faptele lui sunt exact acelea ale lui N. BSlcescu, al carui prieten este”( Calinescu, op. 
cit., p. 248). Revolujia il gasestc ca vornic al Capitalei §i impreunS cu frajii are misiunea de a 
ridica tabacii §i marginasii Bucure§tiului. Acest fapt ii va aduce exilul unde, „il surprindem cu 
mare trecere in diplomatic revolujionara”, pe langS Balcescu, alaturi de care semneazS, „ca 
delegat special al emigrajiei romane”, la Szeghedin, „Proiectul de pacificare intre maghiari §i 
romani. DupS cum afirmam referitor la relajia dintre masonii Balcescu, Tell, Bolliac, pe de o 
parte, iar pe de alta, con (rati i Iosif Bern si Kossuth Lajos, lojile francmasonice s-au implicat 
intr-o apropiere strategics intre liderii revolutionary Prczcnta lui Bolliac, apreciat de 
revolujionarii transilvSneni pentru editarea ziarului „Espatriatul”, in care se milita pentru 
prezentarea mi§carilor revolujionare ca razboaie de eliberare nationals, mizandu-se pe o 
apropiere intre romani, macedoromani, sarbo-croa|i §i maghiari, nu va trece ca un fapt obisnuit. 
Sunt voci, atat romanesti - Heliade §i Ghica - cat si maghiare,care 1-au suspectat pe Cezar 
Bolliac de faptul cS ar fi ca§tigat simpatia §i increderea lui Bern, cSruia ii dedicase in iulie 1849 
poezia „Romania solidarS”, fiind implicat intr-o afacere necuratS cu diamante §i pinteni de aur, 
„fSrS dovezi pipSite” insS. Ion Ghica §i liberalii in special s-au folosit de acest episod ce|os 
solicitandu-i demisia din postul de membru al Cur(ii de Apel (I860) §i demiterea din funejia de 
director general al Arhivelor Statului (1866). Atracjia francmasonicS a „visurilor cosmopolite” 
se poate decupa dintr-un articol, publicat in „Foaie pentru minte, inimS §i literaturS” (1846), 
dedicat poeziei, prin care Bolliac aspirS al idealul comun al pregStirii tuturor popoarelor pentru 
aderarea la „ideea frSjiei generale, la ideea de cosmopolitism, ca ultimul ferice al locuitorilor 
globului”. In plan literar se recunoa§te faptul cS Bolliac private romantismul din unghiul 
preocupSrilor lui sociale, inspirate de urmasii lui Saint-Simon, determinand in manierS proprie 
coordonatele flexibile prin care „noua mi§care se indruma cStre Realism”: Poezia trebuie sS se 
adapteze la randul sSu epoch, devenind „filosoficS, socials, umanS §i politics”, evitand fabula 
§i indrumandu-se spre o direejie „pozitivS” §i „realS”.[...] poezia are asadar de realizat un 
program social care, in complexitatea lui, trebuie raportat la socialismul utopic al lui Charles 
Fourier, veche §i puternicS autoritate in Jara RomaneascS. Delegat de G. CSlinescu ca 
deschizStor al plutonului poejilor mSrunJi, ,,patrio(i si unionisti”, fSrS ca opera lui sS se ridice 
la nivelul „marei arte”, Cezar Bolliac instituie „primul program romantic din istoria ideilor 
estetice la romani”. 
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SCHOLARLY COGNITIVE DISSONANCE: THE FOUR “SHOWERS OF GOLD" 

Dr ago? Avadanei 

Assoc. Prof., PhD, "At. loan Cuza” University of Iasi 


Abstract: Cognitive dissonance has been described as the result of a conflict or opposition between 
one’s expectations and what he/she really gets at the end of his/her quest—or research, rather. In this 
case, a reader who knows that there is a Greek/Roman myth about Danae giving birth to Perseus after 
Zeus/Jove visited her as a shower of gold, expects that Zane Grey’s novel Shower of Gold ( a really 
peculiar case), Eudora Welty’s “Shower of Gold’’ and Donald Barthelme’s “A Shower of Gold” should 
share a number of characteristics or/and elements. As, generally speaking, they do not, frustration sets 
in and the reader/critic/scholar attempts to reduce the (effects of) cognitive dissonance and come to 
terms with what he/she chose to investigate. The paper is basically written from an ironic and self-ironic 
stance, since while experiencing the title syndrome, the author had to find a way/ways of reducing it, 
too. 


Keywords: Shower of gold, cognitive dissonance, frustration, Grey, Welty, Barthelme 


We intend to present here the mental/psychological implications of our readerly (scholarly) 
experiences while faced with three American narratives of (basically) the same title (just one 
extra indefinite article, “A,” in one of them), that seem to have borrowed it from Greek/Roman 
mythology. 

Chronologically, somehow, the first one is Shower of Gold by Zane Grey (1872-1939); the 
hesitation in “somehow” above is given by the fact that the western novel was first published 
as Desert Gold: A Romance of the Border in 1913, and as Shower of Gold: A Western Story 
(described on the blurb as “an unabridged version of Desert Gold) as late as 2007; so, the recent 
editorially marketing title does not precede the other two stories, i.e. “Shower of Gold” by 
Eudora Welty—of 1948/1949, and “A Shower of Gold” by Donald Barthelme—of 1963/1980. 

“Shower of Gold” is not a very usual phrase—or title—so one needs to do his homework 
and find out what it is about—and that is the ancient Greek (then Roman) mythological story 
of Danae; it seems to have first been depicted on a vase dated 450-425 B.C., then in 
Bibliotheca —a history of the gods and an important source of mythology by Apollodorus (ca 
140-115 B.C.); it had also been mentioned in Homer’s Iliad (XIV) and, later, in Virgil’s the 
Aeneid (VII), as well as in Ovid’s Metamorphoses (V)—the books of Amores (Book II, Elegy 
IX). And it is in Ovid that the Venetian master Titian found his inspiration for at least five oil- 
on-canvas paintings (1553-1556), which, in their turn, influenced Rembrandt, Van Dyck, and 
Klimt, all of whom painted versions of the scene; and the scene is that of Danae receiving the 
“shower of gold,” while accompanied by Eros, or a nursemaid, and/or a dog. 

The legend or myth is about Acrisius, the ancient King of Argos, great-grandson of Danaus 
(hence Danae ?) and twin brother of King Proetus of Tiryus—and father of Danae. Warned by 
an oracle that she would bear a son by whom he, Acrisius, would be slain, he confined his 
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daughter in a bronze chamber open to the sky (a tower, a cave or a dungeon in different 
versions); but the all powerful and very amorous god Zeus visits her in the form of a shower of 
golden light and Danae gives birth to Perseus. Mother and child were then placed in a wooden 
box and cast into the sea, and they drifted ashore on the island of Seriphos, ruled by King 
Polydectes; Perseus grew up there to be a hero, killing the gorgon Medusa and rescuing 
Andromeda among his feats of valor. Perseus, Danae and Andromeda return to Argos, whence 
they follow King Acrisius who had gone to Larissa; here, during some funeral games, Perseus 
accidentally kills his grandfather with a discus—so, prophecy fulfilled. 

Perseus—eventually husband of Andromeda—thus remains one of the pleasantest heroes in 
Greek mythology, or, as Homer described him, “the most resourceful of all men,” and all a 
reader can do is wait and see how he figures in Barthelme’s postmodernist story—or side by 
side with Zeus in Welty’s Mississippi story (cognitive dissonance on its way!); in other words, 
we have a mythical story about gods and humans, with their virtues and foibles, about kings 
and royal virgins, monsters and exciting encounters, mysterious births and deaths, an oracle and 
a prophecy—which, of course, cannot be avoided—, adventures and exploits, miracles and 
supernatural occurrences, ambition and retribution; i.e. all the stuff and ingredients that provide 
a myth with open disponibilities for later use; and, last but not least, about a “shower of gold” 
that can or cannot become emblematic for a series of 20 th -century echoes, prolongations, 
appropriations, pastiches, take-offs... And thus any reader’s expectations are very high in terms 
of how transnational literary traditions are built. 

The first of these send-ups (or spoofs, even) looks almost like an accident, in so far as the 
title is concerned, since Zane Grey had never intended to write a Shower of Gold ; instead, his 
Desert Gold is a typical western story (by an author better known for his Riders of the Purple 
Sage , The Vanishing American , The Lone Star Ranger , The Rainbow Trail ...—to which some 
other ninety formula westerns could be added) about tenderfoot Richard/Dick Gale—the good 
guy—, and the vicious bandito Rojas in the Arizona desert; and another character, Ladd, who 
wishes happiness to the bride (Nell) and bridegroom (Gale), encouraging the latter with “she’s 
sure your shower of gold”; most likely, what Ladd—and Zane Grey, for that matter—had in 
mind was an evergreen plant, and its flower, called “shower of gold” (Galphimia glauca or 
golden thryallis)—and there goes our Greek myth into complete oblivion and our scholarly 
expectation into another frustration. Then, one can also remember that, somewhere else in the 
narrative, “Lluvia d’oro” had been used in a description, but neither of these point to any kind 
of allusion to the ancient legend; so the comparativist’s frustration increases as his cognitive 
dissonance acquires more uncomfortable accents; so we will need to find more ways of reducing 
it in the other two examples. 

As a matter of fact, this may be as good a place as any other to attempt to at least vaguely 
clarify our central title concept and our source of dissatisfaction. The main assumption behind 
the psychological discussion about cognitive dissonance—a commonsense one, in fact—is that 
all individuals seek consistency between their expectations and some type of reality (a literary 
one included)—also the object of our cognition; so—consistency among our various cognitions, 
beliefs or opinions. Thus, our own knowledge of literature and literary history and theory results 
in believing that if Faulkner, for instance, writes “A Rose for Emily” in 1930 and another 
(American) writer publishes fifteen years later a story titled “Roses for Emily,” any reader’s 
expectations would be that the two stories are somehow related, or that the second writer was 
influenced by Faulkner and (implicitly) acknowledged it, or that the second narrative is a 
parody, pastiche, spoof, burlesque... of the former and so on; in no case would he, this reader, 
accept the idea that the two titles are similar/identical by some kind of weird accident; and this 
would result in cognitive dissonance and our reader (ourselves) would attempt, once again, to 
reduce or eliminate the discomfort and restore (psychological) balance by finding possible 
explanations (if there are any). 
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Psychologists (Leon Festinger may have been the first) equated such a situation, among 
readers (in our case) who seek literary consistency, with a resulting mental stress or discomfort, 
as when one holds two or more contradictory beliefs or ideas or values at the same time; this 
frustration makes them motivated to try to reduce the dissonance—i.e. write a paper (like this 
one), for instance, in which to identify enough elements in the two/three or more stories that 
justify their being read and commented together in virtue of their title/s. Our own belief in 
consistency conflicts with those of the editors of Zane Grey’s novel, or Eudora Welty or Donald 
Barthelme, who seemingly believe that they can use a title like “(A) Shower of Gold” for stories 
that have nothing or very little to do with the Danae myth—its characters, events and 
situations..or with one another. 

Other psychologists (John Dollard, Neal Miller, Roger Barker, Leonard Berko witz...) would 
advise that such a frustration in a restless reader, as a result of the failure to obtain the desired 
or expected goal (consistency between myth and stories), may lead to aggressive behavior— 
but not always and not necessarily, though one may think of one’s decision to write a paper and 
submit it to the attention of others as a form of aggression (elsewhere we discussed the problem 
of the writers’ arrogance). But what we think we should focus on is the reduction of dissonance 
(something we probably have striven for all our life), which may be done (see Festinger) by: 
1—changing our opinions (why, in fact, could not several unrelated stories have exactly the 
same title?); 2—new information acquired that overweighs the dissonant beliefs (facts in the 
intellectual biographies and in the work of the three writers that may explain their choice of the 
title); 3—decrease the importance of the cognitions (beliefs, opinions), and forget about Greek 
myths and American stories, and write another paper—or no paper at all. 

Finally, we decided to look more attentively (having dismissed the Zane Grey novel as part 
of the dissonance) at the other two stories and writers—option two of the above. Eudora Welty 
(1909-2001), a Southern writer—a Mississippian, like Faulkner—, author of over forty short 
stories, five novels ( The Robber Bridegroom —1942, Delta Wedding —1946, The Optimist’s 
Daughter —1972...), three collections of nonfiction and one children’s book, describes her own 
role as a writer in such essays as “How I Write” (1955), “Place in Fiction” (1955), “The Point 
of the Story” (1978): the importance of being an observer (she was also a photographer), the 
paradox of human relationships, mythological influences (n.b.) , folk idiom and customs, 
conveying a sense of the inexplicable (perfect in reducing cognitive dissonance)... 

Her 1949 The Golden Apples is a sequence of seven interrelated tales about a fabulous, 
invented small Mississippi community named Morgana, “a little town where everybody was 
living in a sort of dream world” (an important element in saving the reader from cognitive 
dissonance); Welty’s magical realism method is sustained by borrowings from Greek and Celtic 
mythology, from Sir James Frazer’s The Golden Bough , from local rumours and folk tales; the 
title itself sends one back to William Butler Yeats’ “The Song of Wandering Aengus” and this 
hero’s quest for “the golden apples of the sun” (the “shower of gold” is already close by); while 
“(Fata) Morgana” is the Italian name for the Arthurian sorceress Morgan le Fay, antagonist of 
King Arthur (whose half-sister she was) and Queen Guinevere, otherwise a phenomenon of 
atmospheric optics, a mirage that causes objects to be distorted, inverted, and become 
unrecognizable (like Zeus in the form of King Mac Fain—see infra) . 

In “Shower of Gold” (first published in the Atlantic Monthly , May 1948, pp.37-42, and 
written in one day of October 1947) Mrs. Katie Rainey, the narrator who can both “churn and 
talk,” tells, from a slightly ironic stance, the story of her neighbor, an albino woman named 
Snowdie, a “sweet and gentle” mother of twins, caught in a failed marriage to King MacLain; 
after the tryst with her wayward husband (which caused her to become pregnant with Fucius 
Randall and Eugene Hudson, neither of them albino), the narrator refers to her as looking “like 
more than the news had come to her. It was like a shower of something had struck her, like 
she’d been caught in something bright.” 
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And this is just about all that there is in terms of consistency with the ancient myth: 
acquiescent Snowdie and her twins (who, later, were to scare away their father on some 
Halloween afternoon) do not fit the Danae-Perseus kinship, while King (i.e. Zeus!)—a non¬ 
practicing lawyer who becomes a traveling tea and spice salesman—is so infrequently present 
that he seems, to one critic, almost a figment of Katie Rainey’s imagination (whose gossipy 
voice dominates the narrative); the character may have (like Zeus, and Aengus, or Perseus even) 
the features of a mythic—at times ubiquitous— wanderer (with a penchant for disguise—into a 
shower of gold?—and a flair for the dramatic, with mysterious appearances and disappearances 
in Morgana) from town to town, state to state and from one woman to another (with a host of 
illegitimate children scattered throughout the country); but he is fundamentally a flat, comic, 
untrustworthy character, a classical trickster figure who even faked his death from the very 
beginning of the story—“a real familiar stranger” throughout and “a willful and outrageous... 
scoundrel”: “With men like King, your thoughts are bottomless. He was going like the wind.” 

Thus faced with Welty’s cognitive dissonance, the reader can find two rather narrow ways 
out; one has already been suggested—Morgana, where everything is distorted, inverted, upside- 
down, so both King and Snowdie (Rainey and Snowdie—anything here?)could be completely 
deformed images of Zeus and Danae, and a totally absent Perseus; and the second, in the author 
herself, who tells this reader, in her “On Writing,” that “there is no explanation outside fiction 
for what the writer is learning to do”; so you can experience any sort and any number of 
cognitive dissonances, as you will just have to live with them; no room for scholarly 
frustrations, therefore. 

Our last “shower of gold” author, Donald Barthelme (1931-1989), once (at least) described 
as the father of postmodernist fiction, does not seem to care about his readers anyway (their 
occasional cognitive dissonances included); he thus often reminds them they are reading a story 
(and nothing else) and that (in his novel The King , 1990) “the thing about books is, there are 
quite a number you don’t have to read” (so, save yourself trouble!); and Jacob Appel may have 
remembered this when, in 2010, he thought Barthelme was “the most influential unread author 
in US history.” Not unlike Welty, he is the author of short stories (over one hundred this time), 
four novels (the 1967 Snow White and the 1975 The Dead Father among them), and one 
children’s book (with his daughter). His two brothers Frederick (b. 1943) and Steven (b. 1947) 
are also writers of fiction. 

Barthelme’s existentialist and absurdist influences include Pascal, Husserl (“transcendental 
phenomenology”), Heidegger, Kierkegaard, Ionesco, Beckett, Sartre, Camus...; hence his angst 
and his angry sado-masochism, irony, skepticism, tragic humor, amoral absurdity and nihilism 
in unsettling narratives constructed as accumulations or juxtapositions of seemingly unrelated 
details, disjointed syntax and fractured dialogues, surrealist collages, and erudite allusions (such 
as “a shower of gold”). 

This celebrant of unreason, chaos and decay seems to be telling his readers that he can 
always take a well-known folk tale (like that of “Snow White” in the novel of that title) or a 
myth (like that of Zeus-Danae-Perseus in “A Shower of Gold”) and reinterpret—or 
misinterpret—it in a postmodern way with no worry about consistency, indebtedness or other 
parallel re-interpretations and let his readers worry instead; and here we are. 

“A Shower of Gold” (The New Yorker, December 28, 1963, i.e. fifteen years after Welty’s 
“Shower of Gold”) seems to be addressing Barthelme’s constant theme—absurdity—most 
clearly (if such an adverb does not become oxymoronic here); as he himself explains (in two 
interviews), “around the time that was written, a debased Sartrean language was on every lip. 
Peterson’s barber in the story has written four books called The Decision to Be and the 
television people are all babbling madly about authenticity... The piece was not about values 
but about language”; and “the key line is ‘How can you be alienated without first having been 
connected.’ I’m very fond of the barber...” 
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Peterson is a minor artist, a sculptor who needs money, so he answers an ad to take part in 
an existentialist TV game show “Who Am I?” (how else?!), meant to introduce a fantastic world 
(of alienation, estrangement, desperation, anguish, loneliness, a sense of abandonment, 
anonymity of course, sickness, a Godless Nietzschean universe, nothingness) “ridden by the 
jargon of analysis, business, and pop existentialism (all crude borrowings from Nietzsche, 
Buber, Sartre, Kierkegaard, and Fromm) and by the pressures of politics, money and sexual 
freedom that there is no room left for him.” (Flower, p.9) During his first encounter with the 
producer, Peterson proves to be familiar with the learning ability of mice, schizophrenics’ 
fingerprints, what dreamers do with their dreams, and, also, that he has a large liver. 

Peterson’s workshop, or “studio,” is in a loft on lower Broadway where, at the time of the 
story, he is working on a post-modernist sculpture titled Season’s Greetings , and made up of a 
combination of three auto radiators (showers of heat?) welded together. The number of 
individuals he encounters is meant, probably (a must word in any such commentary), to help 
reveal who he is: Miss Arbor in the TV Graybar Building on Lexington Avenue (in New York 
City); a cat-piano player with a “disingenuous smile,” who can produce tail-notes and paw- 
notes (art-through-suffering) and tells Peterson he is surrounded by “a gigantic conspiracy”; 
three freedom-loving hippy-girls from erotic California (Sherry—who quotes from Pascal—, 
Ann, and Louise); President Lyndon B. Johnson himself, who rushes in his loft with twelve 
Service Men and smashes the three radiators and other sculptures; a karate expert “in pajamas” 
and an airline pilot in full uniform; Peterson’s barber, named Kitchen, who also quotes from 
Pascal—and Nietzsche (see supra) ; his dealer, who speaks about “the possibilities of authentic 
selfhood”... Other inexplicable and/or hilarious references, brought together by the roll-the- 
dice mentality of the author, include “Golden Earrings”—a song from a 1947 film with Marlene 
Dietrich, a Debussy score for a sacred drama, Tchaikovsky’s 1869 overture to Romeo and 
Juliet, a 1944 hit by David Rose, an “Olivetti showroom” where people could type crazy 
messages, a German expressionist painter (Emil Nolde, 1867-1956)... 

And, toward the end of the TV show and of the story, Barthelme remembers the myth, so he 
has his character humbly confess: “My mother was a royal virgin... and my father a shower of 
gold.” So he is Perseus; or rather Hamlet’s godlike man: “’As a young man I was noble in 
reason, infinite in faculty, in form express and admirable, and in apprehension... ’ Peterson went 
on and on and although he was, in a sense, lying, in a sense he was not.” The “on and on” above 
probably included all of Act II, Scene 2 in Hamlet , while the Prince, in a “room in the castle,” 
talks to Rosencrantz and Guildenstem: “What a piece of work is man! How noble in reason, 
how infinite in faculties! In form and moving, how express and admirable! In action, how like 
an angel! In apprehension, how like a god! The beauty of the world! The paragon of animals! 
Man delights not me; no, nor woman neither, though by your smiling you seem to say so.” 
(pp.956-7) 

“In a sense” the reader feels, while reading this story, as if anything could happen—and it 
does happen—from sentence to sentence; looking for any consistency or coherence of any ki nd 
(logical, narrative-literary, rhetorical...) can always be answered by “this is the literature of the 
absurd,” or “this is po-mo”..., a mixture of levels, forms and styles, irrationality, nihilism, 
meaninglessness and arbitrariness; i.e. we all live in an entropic world (like Peterson’s) in which 
communication is impossible (so what are we trying to do here?) and illusion (Morgana?) is 
preferred to reality; or this is the negative criterion, by which all we know is we know nothing 
(Socrates) and only the madman is absolutely sure (R. A. Wilson) in a purposeless universe; a 
world where the “words of the Teacher/Congregator/Gatherer/Preacher—in various 
translations and interpretations—, son of David, King of Jerusalem” are “Meaningless! 
Meaningless!” (Ecclesiastes , 3 ld -century B.C.) 

We can easily remember now that Barthelme himself was a teacher/professor (in Houston, 
Boston, Buffalo and New York), while an internet site titled Donald Barthelme’s Syllabus 
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informs us—tireless and already cognitively dissonant readers—that we can find “a list of 81 
books that the writer Donald Barthelme would give to his students as suggested reading 
material”; number 74 in this list is “Collected Stories—Eudora Welty”; but, having learned our 
lesson, we will not ask why he chose to give Welty’s title once he knew about her story, as the 
answer is simple: no use to think about reality, existence, mind, meaning, truth, value..., 
parallelisms, influences, comparative literature..., because everything is absurd—criticism 
included. All that remains is frustration and dissonance—and Peterson’s/Barthelme’s own 
absurd conclusion: “Everybody knows the language but me”; or the complementary one of 
Zhuangzi/Chuang Tzu or Master Zhuang (4 th century B.C.)—probably the real father of the 
absurd: “Words are for meaning; when you’ve got the meaning /which is meaningless, is it 
not?/ you can forget the words”; q.e.d. 
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BETWEEN SPACES - MIROSLAV KRLEZA 
Carmen Darabus 
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Abstract: Literature has always been a way of translating socio-anthropological and cultural 
fingerprints of man in relation to its environment. Time and space are playable in realistic canon or 
coded, and insert characters in time and space is marking them strongly, articulating the identity, and 
possibly change it, especially at the level of the inner life. In his trilogy, the Croatian writer Miroslav 
Krleza (1893-1981), composed by the novles The Return of Philip Latinowicz (1932), On the Edge of 
Reason (1938), The Banquet in Blitva (1939), the characters themselves shape themeselves, 
recomposing themeselves depending to at least two spaces: in the first novel, regaining the authenticity 
by turning in Dalmatia after the Western artistic experiences; in the second novel - space prison and 
leaving in Italy from his homeland rebuild itself after the relinquishment of the mask, the interior plan 
success, but failure in socially because others remain the same; in the third - Blitva and Blatva are 
coun tries in mirror, and the shelter in the second country is a failure. 


Keywords: Croatian literature, cultural spaces, dystopia, post-modern literature. 


I consider that the appropriation of operational concepts and the building a practical 
analysis of the texts of the universal culture, understanding the concepts of culture and 
civilization as moments of synthesis and analysis, knowing moments from the evolution of 
universal culture and civilization from different periods, with their specific, the integration of 
the Romanian cultural phenomenon in the European one - all this is possible through the careful 
reading of the text. Thus, it can shed light on the continuities and ruptures between them, 
alongside trends more or less obscure, but working in the basement of evolution. Recent studies 
show that more and more artistic literature has become dependent on external areas of the factor. 
This trans-esthetic phenomenon generates what has been called, the conventional post¬ 
literature. The term coagulates methodological trends aimed at researching literature, 
characterized by the merging of specific methods, in classic mode, the various disciplines: 
anthropology, sociology, philosophy, and even new technologies. Roland Barthes, Gilles 
Deleuze, Felix Guattari, Jacques Derrida, Madison Morrison etc. - initiate, through their 
writings, this movement of hybridization. Gilles Deleuze and Felix Guattari creates a set of 
ontological hermeneutics based on multiplicity, in that the most important role plays the 
movement from knowledge interest towards existence, and the image is the product of such 
heterogeneous articulated collaboration. Art, science and philosophy must participate in a team 
for a vision as well as more complex existence. This hybridization, this form of syncretism, 
meanwhile, seems to best represent the variety of the contemporary world. 

Fiterary imagination take over, particularly at the level of character, self expression searches at 
the artistic level, completion of the road from high fashion, from integration in a specific artistic 
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orientation up to finding perennial coordinated. The novel The Return of Philip Latinowicz (in 
his native Dalmatia/ by the Croatian writer Miroslav Krleza, is the first novel of a triptych (and 
considered his masterpiece), which follows On the Edge of Reason, and The Banquet in Blitva. 
The first one represents the condition of the artist, its initial hesitation and seeking his vocation 
that general and individual expression chosen; second - the affirmation of moral values, the 
honesty in a world forged by the decencies and processes stemming from stereotypes of 
behavior; the third - the image of dictatorship, and especially the image the dictator, that 
transcends the Balkan space image towards universality. 

The main character of the book, Philip Latinowicz, artist internalized returned home after 
seventeen years of absence, he is split between one need to retrieve the source of inspiration in 
the places of origin, to customize the world painting (regionalism), and its recognition of the 
value of the cultural center of Europe, Paris (universalism), where it turns to finding peace. 
Sudden rupture of a domestic universe, in early youth, despite the turpitudes, gives the feeling 
of reality eternal rift; become an abstract painter, essayist, fauvist appreciated in the field of 
fine arts, he feels a real hunger cannot be found neither in the world of adoption, nor in the 
universe of the books:” Since he lost direct contact with life, and that happened so long ago, 
since that time, for more than thirty years, he had tried to go to it, but it was never end” (Krleza 
1968: 30-31). The temptation of returning to Dalmatia is dictated by the need to satisfy fully, 
to cure a protester, fragmentary ego, somehow always immature; thirst of shape, of material, of 
real is substituted for by the daring fauvist chromatic. Weaned off it by the world as he left, 
found a heterogeneous, decadent Croatia (the so-called coterie of "good world") and one in the 
other barbarous coating; first receiving art through stereotypes of snobbish judgment, and the 
other - it is totally insensitive to art:” "These brutal and harsh jibs of cannibals they mess with 
their lead and they do not represent any interest in painting, there are just dirt. [...JEach person 
crawling the vast concentric circles of its existence” (Krleza 1968: 39-40) - so people who can't 
overcome the condition than at most formal level. Looking back, in the Bohemian Paris is, in 
fact, the failure of the self which refuses to learn from the past, which hasn't he found 
compensative fulfillment in present:” Under this energetic network, under the veil through 
where it glimpse the tissues, under this no-intelligible net, lies buried his identity, mysteriously 
hidden somewhere” (Krleza 1968: 51). The regard in the mirror once in his native country, 
confirms that between yesterday and today there is a subtle deck cannot be canceled, to be 
entered in reverse order to deal with it. He not found itself in the boring, till now, Pannonia 
Superior landscapes; all begin to look like watercolors, the pictorial imagery woven into 
different luminescent expressions, waiting to be fixed on the easel. The book is constructed 
from this temporal segments, the evocation of the past close (the Western experience of Philip 
Latinovicz), and further (through various family histories). Returned to the country to replenish 
her biological and artistic self identity (the explanation of his true paternity) he is perceived, 
how flattering, as a catalyst germ for the arts ‘development his country, in a speech uttered by 
Silvia Liepac, by personal reasons, (to have a good relationship with a stepson, but also 
biological, if it is credible the final explanation done by Kazimiera Regina Valenti Latinovicz, 
concerning at the biological father of her son:” people like him, having tan European class, are 
exceptional, rare appearances from all points of view and from an extreme importance to the 
development of our general culture, especially considering the sad state of our backwardness in 
this area, and in particular in the field of fine arts” (Krleza 1968: 152). Finding an artistic 
communication, but at the same time affordable is the supreme effort of any artist because a 
sophisticated obscurity assuring them a limited niche of interest. 

Research teams in the framework of the interdisciplinary projects are increasingly numerous. 
In the controversial context and universal approaches of the compared literature, summarized 
the Romanian guidelines synthesize events from the French cultural space (centrist, par 
excellence, at least as a starting point), from the German one, but also from the transatlantic 
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one, and there's no extraneous in the contemporary period approaches what start from inter- 
textuality ethics and from literature and from the post-literature - concept that translates 
interdisciplinary approaches effort from contemporary hermeneutics, meeting various types of 
knowledge (artistic philosophical, scientific, the latter often acting as mediator). Starting with 
analogies based on themes, motifs, and literary and artistic genres, typologies and literary 
canons until to identify the mythical substrate of a common humanity - are experienced 
significant levels within the history of the concept of comparative literature. 

Modernity brings us contexts under globalization, cosmopolitan, so the specialist in comparison 
must relate to various fields, including technical and financial world, as social background 
transferred to the book. It's a changing world, in which classical approaches are increasingly 
vulnerable to criticism, and replace with the one. The methodology of this object of study, 
comparative literature, it remains difficult to set out in the matrix of a single theory, given the 
complexity of the domain, complexity generated by various cultures, historical and cultural 
heterogeneity of the ages, locations and the various areas of linguistic knowledge that get 
involved more and more. World literature shows and held in balance in their opposite relations 
in their collaboration: bookish/ existence, mythical/real, North/South, signifier/signified, 
human/divine, tradition/modemity, constituting literary baggage very divers in hermeneutics 
way, the which cannot be ignored, despite the sometimes spectacular developments, social 
landscape. Comparative literature, I consider myself, put it best in value these opposite relations 
inserted in literary texts. As the main object of the study of comparative literature is the study 
of international literary relations, with reference to the supranational perspective, considering 
the application of the concept of the concept of comparison, the development and application 
of mechanisms of functioning of the comparison in the field of culture methods, fundamental 
ways to regenerate the comparison. 

Knowledge of the ages and literary currents, in their general and particular features from 
country to country, the divergence and convergence of dialectic, similarity and difference, 
identifying a common sense and a uniform methodology to be functional. Basis of the 
typological relations is the comparison; it not interested in the first place the fact in this area, 
but their consistent implementation. The comparison is a hermeneutics approach, and contact 
the analogy to complement each other: typological comparison, genetic comparison, the inter- 
textual processes that can be represented and interpreted in the sense in which their movement 
is perceived as a shift from a socio-historical context and language to another, a characteristic 
phenomenon of multiple domains of human expression, that entails restructuring, creating new 
images, protean interpretations or reinterpretations from the same text. In practice and in 
formative way, the knowledge of various cultural spaces through literature facilitates 
identification of cultural variables, familiarity with norms, rituals, cultural taboos. Are released 
to the work means to observe, interpret and manage the reality of the ethno-sociolinguistic 
diversity, improving responsiveness to their own cultural norms, use and correct interpretation 
of cultural codes. The modern world cannot be understood and traced in a static, closed vision, 
but in the light of constant changes, that propose to submit action model, that allow the 
reorientation of perception for the purposes of the intercultural phenomena. 

On the Edge of Reason (1938) is the second novel of the Miroslav Krleza’s trilogy. The 
novel unfolds in three planes of the dissolution of the individual, but at the same time the 
recovery of authentic and honest individual with himself: the detention, which includes the 
process of detention period and theorizing about the types of Weltanschauung (conceptions 
about world), then after detention with his reconfirmation of the principles of life, regained after 
the release of the mask. Nameless character, feels inside smoldering a destructive force which 
prevents it to live with integrity because he began to think that it's natural to wear as others, 
immersed in a pestilential puddle, degraded and degrading forms of an authentic life. The 
charcater is the legal representative of the Domacinski’s corporation, doctor in law, married 
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with Agnesa, not even ever the target of gossips - because of what he considered to be his 
discreet way to live - even if the appetit of the small town for gossips was very consistent, 
inversely proportional to the size of the place, as usually happens :”In our small town its gossip 
and defame everywhere (as in all pitiable small towns which play metropolis, from which 
reasons assume, in their obscure and returned provinces, all sorts of tasks across their powers)” 
(Ibidem: 17). Mixed in the world of the people which”walk a topper”, he becomes, in thirty 
years, after the end of First World War during which he is injured, a homo cylindriacus, 
indistinct, which begins to differentiate when he give off his name. The Kafkian plasma seems 
to have swallowed forever. Successive waves of prejudices were grayish, were tried, they 
gained the status of moral and human values of a time and a place, even universal, mutilating 
the reason and the sensitivity. The flash of a seconds when he decides to say what she thinks of 
the mask filter, which no longer works, puts life into the abyss, having realized, while speaking, 
that "we are all masks; we are all wearing makeup and each of us feels the need to lay down a 
mask, to clean, to give voice to his thoughts once the innermost” (Krleza 1969: 28). The 
radiography of his road is considering the gradual loss of distance between oneself and the 
world, small steps that you do not approach the harsher realities, but alienates, supports masks 
which are creeping up on the individual's authentic nature until the merger, which in the end 
can no longer distinguish the substance of protean forms. After the incident, this has 
increasingly as a litmus paper which highlights the characters, the tolerant person changes. He 
is sentenced to prison for imaginary guilt; in fact, because he defied the false elite that defend 
their interests, experiences, assuming that space, and other experiences. The prison is another 
opportunity to live experiences that diversify them knowledge about humanity; the gallery of 
characters who populate the jail has a history to say: Valent Vudriga, the housebreaker Matko 
discuss each of his perspective, but also from different spatial-cultural perspectives (Christian, 
Buddhist, West-European) the conception of the world, the annihilation of the differences 
between them and the need to assimilate the concept or the other ( Weltanschauung ), to figure 
out how to save the moral or just social. What for a culture is absurd, for another it's way of 
life, which for a crop is forbidden, for another it is even advisable - conceptual unit is given to 
the idea of consistency:” Absurd idea is an idea whose elements are incompatible; absurd 
judgment is a judgment which contains or involves an inconsistency; an absurd reasoning is 
fallacious reasoning formally” (Lalande 1956: 11). Crushed, is allowed, exceptionally, to keep 
the lamp lit in the cell until late, and even allowed access to books. The world of dream and 
awake is another somewhat privileged space because it recalls the experiences of war and his 
love for Vanda, the only authentic moments in his life. Given that the milestones of the 
authenticity of love, far behind and the time of the revolt that has scandalized the city, will be 
able to say that he did not have an existence altogether in vain, because everyone's debt is" the 
man to make himself a man, not for others” ((Krleza 1969: 283). Out of prison, he makes a trip 
to Italy, where, again, that's the police sought for a fault which does not belong to them. Further 
remains immune to blackmail and delation, in their Balkan-central European variants, does not 
want to be saved by clicking the games of others. The escape from absurdity in revolt (following 
the first two steps of the Camus’ creation, the absurd man rebelled without reaching salvation 
through human solidarity) is a way of individual protest dissolved into oblivion with its 
marginalization. 

Interculturality is the ensemble of the process for the establishment of relations based 
on mutual respect between different cultures and language. The interest in the fields of 
interculturality is natural in the context of multiplication to movement of populations, whether 
temporary or permanent, and in the context of economic globalization. Starting from the 
concept of tectonics {architectural tectonics), aspects reveled by de Oscar Walzel 1 and Liviu 


1 Cf. Oscar Walzel(1976). Continut §iforma in opera poetica, Bucuresti: Editura Univers. 
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Rusu 2 , the hermeneutics of arts starts by the idea that all these things are the sediments from 
the artistic experience in various formative processes. The first comparative instrument 
definition of the comparative act - “to approach the literature to other fields of knowledge or 
expression” (Robert Escarpit 3 ) - named also what means to undertake the general literature, for 
example when approaching a literary text by the cinema adaptation, by a painting or a song 
sheet music, when literature and history, literature and psychoanalysis are confronted. 

Therefore the comparison filed it is a multidisciplinary area, which is not confined to 
the literary text, but appeals to various fields - mythology, anthropology, sociology, history of 
ideas and mentalities - having as elements of communication the symbologie, the hermeneutics, 
the cultural image. Reading involves implicitly comparing - the fiction with our experiences, 
with others readings etc., so the comparative method has worked empirically in literature and 
rhetoric study of all time, only the conceptualizations began to appear much later. The 
traditional comparison relies on genetic comparison, but the modernity proved the prevalence 
of typological references. Universal culture, the comparison phenomena create a tolerant 
approach, encouraging the complex development of the human spirit, avoiding any kind of 
isolation, putting permanent emphasis on the formative side. The constant interest for 
comparative study areas is related to aspiration towards a wider knowledge, creating theoretical 
supports for new visions on the universality of the values generated by the genius of each 
people. 

Balkan space was and remains heavily influenced by a wide variety of ideologies, so it 
works in a diachronic ally and synchronically way. The Banquet in Blitva by Miroslav Krleza it 
is the last book in the trilogy written in the first half of the twentieth century. Blitva is an 
imaginary space proposed by the Croatian author, is a synthesis of dense dictatorship not only 
in the Balkans, but also with strong allusions (played mostly through symbolism onomastics) 
sent to the central European and the Western area. Blitva and Blatva are two countries with 
small mirrored distortions and specific shades of barely end world war (the first), countries 
escaped out under the “Human yoke” and “the Aragonian yoke”. After the "thirty European 
peoples have been slaughtered for four years and in this sea of blood appeared Blitva, a small 
iron toy, Blitva Restituta - or all whom Colonel Barutanski wanted to compromise them as 
Patriots”(Krleza 1986: 13), as it appeared, and Blatvia Resurrecta. Therefore, an ancient history 
of compositions and decompositions of Empires and the Federation in the Balkans and in 
Central Europe, however altogether until today, when the echo of some claims for part of the 
time on either side of borders keep awake the attention of Europe. Colonel Kristian Barutanski, 
retrieved on the history stage by hazard as the Pantocrator of the country, it establishes residence 
in the castle of Beauregard, privileged space originally, transforms, in turn, as happens with all 
paranoid dictators, in a luxurious prison for himself and his entourage, place where for plotting 
attacks, he sees conspiracies everywhere, and conspirators, and less able to make the difference 
between friends and enemies, not accepting the idea of neutrality. Childhood friends, Colonel 
Barutanski and lawyer legal journalist PhD Niels Nielsen internalize differently through the 
events that pass: the first is worn by hazard Castle Beauregard as lord protector after he removes 
doctor Mujikovski and Kavalierski, while the last one always keeps a safe distance toward fake 
patriotic manifestations, opportunistic reasons. The Colonel will be the one who will dictate 
the way of life. Nielson will go to be part of the protestant nucleus and will flee in Blatva. Via 
Hunia towards the refuge to Blatvia, he finds that only design and puppets are other than in its 
own country: "The Huns and Blatvians have based (as all peoples living in this cursed) their 


2 Cf. Liviu Rusu (2005). Eseu despre creatia artistica. Contributii la o estetica dinamica, Cluj-Napoca: Editura Dacia. 

3 Robert Escarpit (1980). De la sociologia literaturii la teoria comunicarii: studii $i eseuri, Bucuresti: Editura Stiintifica si 
Enciclopedica. Antologie, studiu introductiv, note , revizia textelor. tabel cronologic §i glosar terminologic de Constantin 
Cri§an traducere de Sanda Chiose Crisan. 
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political on mutual denials "(Ibidem: 285). In the symbolic town Vaida-Hunen it was organized 
a triumphant reception, a sumptuous banquet is offered in his honor, the Mayor of the city, 
Gorbo-Dador Jekeno says a toast especially on behalf of his party that assumes the credit to 
facilitate our shelters from a dictatorial regime to a space of freedom, but it turns out free 
Barutanski regime, and not another form of dictatorship, a variation on the same theme. Arrived 
in Blatvia, Nielsen is the target of some deletions made its way by both the Barutanski and the 
"Legionnaires" rule of adoption. Here also, artists approved by the authorities, do the honors, 
giving a surface a polish that hides the same rhythmic downloads instability, violence, culture 
of assassination. Here the castle Beauregard, of which fled, in Blatva it is Belvedere, the father 
General is Bellonis-Bellonen, it is a variation of the Colonel Barutanski, the Police Minister, 
Kantorowicz, has as Blatvian clone the Minister Reykjavis, and the President Roman Raievski 
is, here, Kristofor Blatwitzki. The existence becomes a great banquet comprising a succession 
of banquets between States which function like interconnected vessels through which flows the 
Jamaica rum, cognac, champagne and vodka. 
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ANALYSIS OF THE CONNOTATIVE AND DENOTATIVE MEANINGS OF 
THE TERM "DRAGON" (BALAUR) AS IT APPEARS IN THE ROMANIAN 

PHYTONYMY 
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Abstract: Many of the romanian phytonyms are directly related to the dragon („balaur”)- Like in other 
folkloric creations, in our ethnobotany this being has a majority of evil representations, portraited as a 
ferocious living form. Our paper aims to reveal an inventory, an interpretation and a statistic of 
romanian names of plants which implicates the word „balaur”, spread through the botanical 
terminology, a phenomenon which, as considered by E. Coyeriu is not enough highlighted (given that 
the individual speaker became creator of language / poetry whenever he named a flower. Botanical 
popular terminology has primarily a practical value, designating, distinguishing and categorizing 
elements of the plant kingdom within the given natural reign, but also has a high theoretical significance, 
especially for linguists, both by the ethimons to which they send back and by the metaphorical meanings 
the phytonims mostly have. 

Keywords', romanian phytonyms, conotation, denotation, etnobothany, balaur, dragon 


Analiza noastra pomeste de la colaborarea cu Constantin Dragulescu, in vederea realizarii 
Dictionarului explicativ alfitonimelor romanesti 1 , care completeaza substantial Dictionarul lui 
Al. Borza 2 , ce cuprinde, pe langa cateva mii de nume de plante maghiare, sase§ti, germane, 
franjuzcsti, engleze, ruse§ti, ucraineene, sarbe§ti, bulgare§ti, turccsti, si 10.906 nume romanesti 
de plante pentru 2.095 specii. Prin publicarea Dictionarului explicativ al fitonimelor romanesti 
si a Dictionarului de fitonime romanesti 3 , Constantin Dragulescu a ridicat numarul numelor 
romanesti de plante cunoscute la 21.839 fitonime cunoscute pana in prezent, fitonime care 
apart in unui numar de 3.227 specii de plante indigene si exotice, spontane §i cultivate. La 
acestea se adauga 3.070 nume de soiuri §i 612 termeni care desemneaza de parji (organe) de 
plante. Astfel, fitonimia romaneasca insumeaza, deocamdata, peste douazeci si sase de mii de 
termeni. 

Termenul balaur are etimologie necunoscuta conform DLR (2010), posibil element 
autohton cf. alb. tosc bolle si gheg bullar cu semnificatia „sarpe (mare)”, „sarpe de apa”, in 
limba romana existand si termenul bald „animal monstruos, duh necurat din povesti” 4 . Apare 
in textele lui Varlaam si Dosoftei, dar conform DELR (2012) aparea deja la 1480 ca antroponim. 

In traditia populara romaneasca, termenul desemneaza un monstru ofidian, uneori 
inaripat, cu unul, trei, sapte, noua sau douasprezece capete. Nu numai ca are forma de sarpe, 
dar romanii presupuneau ca, la origini, era sarpe. Se transforma, fie intr-o zi de primavara, in 
urma ingerarii unei margele faurita din balele amestecate ale unei adunari de serpi, fie stand 


1 Constantin Dragulescu, Dictionarul explicativ al fitonimelor romanesti, Sibiu, Editura Universitatii „Lucian Blaga” din 
Sibiu, 2010. 

2 Al. Borza, Dicfonar etnobotanic, Bucuresti, Editura Academiei R.S.R., 1968. 

3 Constantin Dragulescu, Dictionar de fitonime romanefii, Sibiu, Editura Universitatii „Lucian Blaga” din Sibiu, 2014. 

4 DELR, vol. I, A-B, Bucuresti, Editura Academiei, 2012. 
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ascuns timp de sase ani, fara a-1 vedea lumina soarelui si oamenii. in traditia asa-zis recenta, 
balaurul traieste pe fundul fantanilor, prin pesteri, prin codri neumblati si este malcfici, in cea 
arhaica el reprezenta Uinta primordiala, intruchipand haosul acvatic precosmogonic 5 . In opinia 
lui Andrei Oisteanu, balaurul - principiu al Haosului - nu era independent (asa cum considera 
Traian Herseni), ci era doar unul dintre termenii unui binom cosmologic arhetipal (celalalt 
termen fiind, evident, eroul demiurg, cel care, invingand balaurul, pune Ordine in Haos sau, cu 
alte cuvinte, transforma Haosul in Cosmos, in Lume). in toate legendele cosmologice in care 
Fartatul sau Dumnezeu creeaza initial Arborele Lumii in vastul intins de ape, la radacina lui se 
afla un sarpe-balaur, identificat ulterior cu dracul, punand un semn de egalitate intre acesta si 
apele primordiale, haosul acvatic precosmogonic. Unele legende romanesti specified pedeapsa 
aplicata de Fartat sarpelui care urzea impotriva acestuia: Fartatul il arunca in hau si ii porunceste 
sa se incolaceasca de noua ori in jural pamantului si sa il apere de „prapadul apelor”. Balaurul 
va avea un rol hidrometeorologic in numeroase legende si traditii romanesti si adesea este pus 
in relatie cu solomonarii. in urma presiunilor exercitate de Biserica si doctrina crestina, balaurul 
a devenit din monstrul primordial cosmologic un monstru malefic, iar solomonarii din niste 
oameni piosi au devenit vrajitori ce si-au vandut sufletele diavolului. Vechea religie a fost 
transformata in magie, daimonii in demoni, iar vechii preoti in vrajitori. 

Un aspect interesant este cel al „legarii” balaurului, motiv detaliat de Andrei Oisteanu in 
mai multe locuri 6 . In prima lui faza, motivul implica doar balaurul si o fecioara. Numeroase 
imagini infatiseaza fata tinand balaurul legat cu un cordon, un lant sau tot soiul de alte legaturi 
(Marea desfranata din Apocalips tine in frau un balaur cu sapte capete), inclusiv, precum in 
cazul Sfintei Martha, cu propria Centura de castitate (o aluzie transparenta la pierderea 
fecioriei). Actul implica erotism si subscriem si noi ipotezei conform careia, initial, foamea 
balaurului se referea la foamea sexuala. Acestuia i se ofereau, din partea unei comunitati, 
intotdeauna fete (de multe ori imbracate in straie de mireasa), pe malul unei ape sau la gura unei 
pesteri. Fata il potolea si il „lega”. Intr-o epoca ulterioara, fetei i-a fost refuzata calitatea de 
eroina, a fost transformata intr-o biata victima, fiind introdus un fecior care sa o salveze 
(inclusiv Sf. Gheorghe). In mituri si in basme, inevitabil, salvatorul se va casatori cu fata. Se 
impune o structura sociala patriarhala, cultul Zeului-Tata-Cer in dauna cultului Zeitei-Mama- 
Pamant 7 . Odata cu expansiunea crestinismului, cel care este legat sau cu care fata stabileste 
legaturi nu mai este balaurul, dragonul, sarpele „draco”, ci un inlocuitor al sau, impus de noua 
religie, „dracul”. Astfel, la Toulouse, in 1275, a avut loc prima ardere pe rug a unei femei 
acuzate de presupuse relatii (sexuale) cu diavolul. Este initiat un lung si rusinos sir de atrocitati 
savarsite „in numele Domnului”. Intr-o alta lucrare 8 am identificat un numar de 69 de fitonime 
romanesti create cu ajutorul termenului „drac” cf. gr. drakon „drac”, lat. draco „dragon, balaur, 
§arpe”. Dumitru Bejan 9 arata ca in fitonimia romaneasca, din domeniul fiintelor supra- (sau 
sub) naturale, ireale, termenul drac este constituentul lexical cel mai freevent in formarea 
denumirilor populare romanesti de plante. Din pacate, autorul nu prezinta nicio dovada in acest 
sens. De asemenea, face precizarea, cum ca uneori e mai greu de explicat care este semnificatia 
cuvantului drac. Din analiza noastra reiese, ca plantele se numesc astfel, in primul rand, datorita 
aspectului lor, cu rare exceptii, neplacut sau pentru ca au un miros neplacut. Urmeaza, ca numar, 


5 Traian Herseni, Le dragon dace, in Ethnologica, nr 1, 1979. p. 13-22, apud Andrei Oisteanu, Ordine $i Haos. Mit $i magie 
in cultura traditionala romaneasca, Iasi, Editura Polirom, 2013, e-book, subcapitolul Balaur-solomonar. 

6 Andrei Oisteanu, Sexualitate $i societate. Istorie, religie §i literatura, Iasi, Editura Polirom, 2016; Ordine $i Haos. Mit §i 
magie in cultura traditionala romaneasca , Iasi, Editura Polirom, 2013. 

7 Andrei Oisteanu, Sexualitate si societate. Istorie, religie $i literatura, Iasi, Editura Polirom, 2016, p. 175. 

8 Radu Dragulescu, Linguistic considerations on romanianphytonyms created with the term drac,, devil", in Discourse as a 
form of multiculturalism in literature and communication, Section: Language and Discourse, Targu-Mures, Editura Arhipelag 
XXI Press, 2015, p. 375-389, lucrarea poate fi consultata la http://www.upm.ro/ldmd/LDMD-03/Lds/Lds%2003%2039.pdf 
sau http://www.diacronia.ro/ro/indexing/details/V2043/pdf . ambele accesate la 24 ianuarie 2017. 

9 Dumitru Bejan, Nume romanesti de plante, Cluj-Napoca, Editura Dacia, 1991, p. 97. 
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denumirile provenite din calcuri sau etimologii populare, apoi speciile necomestibile. Ultimele 
douS locuri sunt ocupate de fitonimele plantelor parazitare si cele ale cSror explicatii sunt de 
naturS mitologicS, religioasS etc. Cu sigurantS, in denumirile populare romanesti de plante, 
etimonul latin al termenului drac nu este reprezentat in sensul sau propriu. Oamenii din popor 
au trecut lexemul prin liltrul religios (nu neapSrat crestin) sau mitologic. Informatorii nostri nu 
il asociazS pe diavol cu sarpele, nici mScar cu referire la episodul pScatului originar, 
constituentul lexical al fitonimelor analizate exprimand cu precSdere atribute neplScute, 
necurate, nefiresti sau dSunStoare omului. 

Pe una dintre cele 25 de plScute de argint descoperite la Letnita, regiunea Loveci din 
nordul Bulgariei, placute datand in secolul al IV-lea i.e.n, incluse in fondul de arts traco-geticS, 
apare, stand in picioare, un personaj feminin (identificat de specialisti ca fiind Cora sau Hecate 
- protectoarea vrSjitoarelor) care tine in mana dreaptS o patera, iar mana stangS o tine pe gatul 
unui balaur tricefal, aflat in pozitie verticals. Pe o altS plScutS din acelasi tezaur, apare tot un 
personaj feminin (identificat cu o nereidS sau Marea ZeitS a tracilor) care tine de cSpSstru un 
balaur hipocefal si pare ca il cSISreste, asezatS cu ambele picioare pe aceeasi parte. Balaurii sunt 
cSISriti si de solomonari in credinta poporului roman. Pe o falerS de argint datand din secolul al 
II-lea i.e.n, descoperitS la Lupu, CergSu, jud. Alba, apare un personaj feminin care tine intr-o 
mana un vas cu toarte, iar in cealaltS un sarpe mare. 

Zeita intruchipatS pe cele doua placute de argint ar putea fi Bendis, zeita a lunii, a 
pSdurilor si a farmecelor, protectoare a femeilor. Tomaschek, Decev, Gh. Musu, Mircea Eliade 
s.a., au indicat ca sursS a teonimului rSdScina indo-europeanS *bhendh „a lega”, de unde germ. 
Binden, Bund, Band, engl. bind, rom. Banda, bentitS etc 10 . AceastS etimologie a fost respinsS 
de I.I. Russu * 11 . O preoteasS a acestei zeite, Medeea, o ilustreazS cSIStorind prin vSzduh intr-un 
car tras de balauri, iar Diodor din Sicilia noteazS ca, pentru a demonstra populatiei din Tesalia 
puterile cu care era investitS, Medeea a fScut sa apara „chipurile unor balauri” pe care pretindea 
ca ii adusese zeita Artemis/Bendis. Referiri la aceasta preoteasa fac si Platon, Aristotel si 
Ovidiu. Numele Bendis a fost treptat abandonat in favoarea celui roman, Diana, care a generat 
ulterior din Sancta Diana numele Sanziana si sanziene, incluziv fitonimul. Sanzienele 
paralizeaza, „leaga” feciorii care le surprind dansand sau cantand sau pe cei care incalca diferite 
tabuuri. 

Aspectele si implicatiile mitologice ale balaurului sunt mult prea complexe pentru a putea 
fi expuse in aceasta lucrare care isi propune sa prezinte cum se reflects acestea in denumirile 
romanesti de plante. O sursS bogatS de material lingvistic (atat la nivel denotativ cat si 
conotativ) in privinta reprezentSrilor balaurului in traditia romaneascS, il constituie fitonimia. 

Intre fitonimele romanesti am identificat un numSr de nouS care implies imaginea 
balaurului, dintre care cinci sunt create cu ajutorul termenului balaur. Nu am analizat fitonimele 
ce fac referire la sarpe, acestea constituind obiectul unei alte lucrSri 12 , in care am analizat 
numSrul mare de fitonimele romanesti - 83 13 - create cu ajutorul termenului „sarpe” < lat. 
serpens 14 , lat. serpes < lat. serpens 15 , in opinia lui Vinereau 16 , recurgand la Diez, Puscariu, 


10 Andrei Oisteanu, Ordine $i Haos. Mit §i magie in cultura traditionala romdneasca , Iasi, Editura Polirom, 2013, e-book, 
subcapitolul Balaur-solomonar. 

11 Ibidem. 

12 Radu Dragulescu, Consideratii lingvistice cu privire la fitonimele romanefi create cu ajutorul termenului „$arpe", in 
Analele Universitatii,, Ovidius” din Constanta, Seria Filologie, XXVII, (2), p. 305-317, lucrare ce poate fi consultata aici: 
http://www.diacronia.ro/en/indexing/details/A24379/pdf (accesat la 24 ianuarie 2017). 

13 Am luat in calcul toate fitonimele inregistrate, chiar si cu pronuntie identica, in cazul in care denumesc specii diferite de 
plante de ex. serpinta (1) / serpinta (2). Atunci cand denumesc aceeasi specie, am ignorat pronuntia diferita de ex. sarpun / 
serpun. 

14 Dictionarul limbii romane, XV (Spongiar-S), 2010. 

15 Alexandra Cioranescu, 2002, p. 685. 

16 Mihai Vinereanu, 2009, p. 806. 
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Cioranescu s.a., derivarea directa din lat. serpens, este imposibila, din punct de vedere fonetic, 
termenul putand fi prelatin, dat fiind skt. sarpati „a (se) tari”, v.ind. sarpa „sarpe”, alb. gjarper 
„sarpe”, cf. rad. i.-e. *serp-, *srp- „a se tari” din care lat. serpo, -ere, v.ind. sarpati; lat. pop. 
serpes este etimonul oferit si de Candrea 17 si de DEX, la Scriban: mlat. serpes, format din nom. 
cl. serpens, gen. -entis, vrom. searpe, de unde si mold. lit. serpe; vgr. 'erpeton, tarator, scr. 
sarpa-s, sarpe; it. pg. serpe, serpente, pv. cat. serp, fr. serpent, sp. sierpe, serpiente lat; serpens 
la Saineanu si in NoDEX. In lucrarea respective, am avut in vedere strict termenul „sarpe”, nu 
si substituentii sai, dubletele sinonimice etc. precum zmeu, balaur, vipera, naparca, taratoare, 
veverita, gandac, peste, pepe s.a. Nici in lucrarea de fata nu ne vom referi in detaliu la sinonimia 
balaur-zmeu, aceasta constituind subiectul unei lucrari viitoare. Opunandu-ne conceptiei 
semanticii clasice care nu recunostea numelor decat relatia de denotatie, consideram ca sensul 
si scmnificatia rezida din interactiunea semnificatilor, care prefera opozitia dintre semne 
inerente si aferente, motivatia putand afecta portiunea aferenta sensului contextual 18 . 

Dintre fitonimele care implied balaurul, patru sunt concentrate intr-un termen unic: 
balaurei, samca, sanca si sameuta, primul un diminutiv plural, al doilea numele unei entitati 
feminine malefice, cunoscuta si sub numele de Avestita sau Aripa-diavolului (si altele mai putin 
raspandite), al treilea, o forma regionala a celui de al doilea, dar denumind specii diferite de 
plante, iar al patrulea un diminutiv al celui de al doilea. 

Cinci se compun din doi termeni, toti formati prin hipotaxa, dintr-un substantiv in 
nominativ+substantiv in genitiv: capul-dragonului, gura-balaurului, iarba-balaurului, oul- 
balaurului, porumbul-sarpelui. 

In privinta posibilitatii studierii semantice a nomenclaturilor, Simina Terian considera ca 
„textemele realizeaza adeseori o reorganizare a opozitiilor echipolente din lexicul primar sub 
forma unor opozitii graduale si/sau privative”. 19 

Chiar daca, la origine, multe dintre aceste configuratii semantice au reprezentat metafore 
insolite, ele §i-au pierdut, prin „repetare”, orice valoare „poetica”, devenind astfel expresii 
conventionale 20 . 

Am adoptat ortografia propusa de DOOM2, conform caruia se scriu cu cratima 
substantivele compuse cu unitate semantica si gramaticala mai mica decat a celor scrise intr-un 
cuvant, eventual, cu articulare si flexiune si la primul element, avand structura substantiv + 
prepozitie + substantiv, substantiv + substantiv in nominativ, substantiv (articulat) + substantiv 
in genitiv. De asemenea, DOOM2 prevede generalizarea scrierii cu cratima a compuselor 
nesudate care denumesc specii distincte de plante 21 : 

Balaurei (Galeopsis speciosa): Horde bilabiate ale plantei melifere au fost asemanate cu capete 
de mici balauri; planta se mai numeste balbisa si lacomele, denumiri sugerate, daca nu 
chiar impuse, de aspectul de guri deschise. in cazul denumiri balbisa, in opinia lui 
Constantin Dragulescu 22 fitonimul ar proveni din tema balb- din care §i verbul rom. a se 
balbai, lat. Balbus, in prima parte a fitonimului identificand rad. i.-e. *bhel-, *bhlo- 
“floare, a inflori” sau rad. i-.e. *bhel- “a straluci”, *bha-, *bho- “lumina, a luci, a sclipi, 
noble(e”, iar in finalul sau rad. i.-e. *bu- „buza” din care rom. buza, alb. buza „buza”. 


17 Dictionarul enciclopedic ilustrat „ Cartea Romdneasca ”, 1931, p. 1246. 

18 Monica Bors, 2015, p. 32-33. 

19 Simina-Maria Terian, Textemele romanefti. O abordare din perspectiva lingvisticii integrate, Iasi, Institutul European, 
2015; a se vedea si ..Premise pentra o poetica a textemelor”, in: EITM5, Targu Mures 

http://www.upm.ro/facultati departamente/stiinte litere/conferinte/situl integrare europeana/Lucrari5/IETM5 Part41.pdf . 

20 Simina Terian, „Premise pentru o poetica a textemelor”, in EITM5, Targu Mures 

http://www.upm.ro/facultati departamente/stiinte litere/conferinte/situl integrare europeana/Lucrari5/IETM5 Part41.pdf . 

21 DOOM2, p LXX-LXXIII. 

22 Constantin Dragulescu, Dictionarul explicativ al fitonimelor romdnepi, Sibiu, Editura Universitatii „Lucian Blaga” din 
Sibiu, 2010. 
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Capul-dragonului ( Dracocephalum austriacum, Dracocephcilum moldavicum ), este un calc 
dupa nume strain, in multe limbi fitonimele avand acccasi semnificatie, data de aspectul 
florilor ca un cap, ca o gura de balaur sau dragon. 

Gura-balaurului ( Hemerocallis fulva ) are flori mai mult sau mai pufin asemanatoare unor 
guri/boturi de balaur (a se vedea iarba-balaurului). 

Iarba-balaurului, iarba-balaurului {Arum maculatum, Dracunculus vulgaris, Polygonum 
bistorta), oul-balaurului ( Lasiosphaera gigantea), referire la aspectul rizomilor 
{Polygonum bistorta §i Arum maculatum au numele lat. dracontea) sau al 
inflorcscentci/florilor si forma si marimea ciupercii Lasiosphaera gigantea ; Polygonum 
bistorta se numeric si iarba-§arpelui, radacina-§erpilor, §erparifa, datorita radacinii 
„incolacite” ca un sarpe; numele iarba balaurului ar putea proveni din sinonimizarea 
termenului balaur cu zmeu/sarpe si receptarea fitonimului rus. goref zmeinii „troscotul- 
sarpelui” ca insemnand „troscotul/iarba zmeului. 

Oul-balaurului {Lasiosphaera gigantea ) a se vedea iarba-balaurului. 

Porumbul-sarpelui {Arum maculatum) speciile au inflorescence si/sau fructificatii 
asemanatoare stiuletelui de porumb dar, nefiind comestibile, au fost considerate ale 
sarpelui. Arum maculatum are tulpina in varf cu inflorescenta aparata de spat 
asemanatoare unui sarpe cu capul foarte mare/balaur (de unde numele gr. dracontion, lat. 
dracontium). S-a folosit in Antichitate contra muscaturilor de serpi. 

Samca {Eryngium planum, Galium schultesii) cf. subst. samca fiinta imaginara malefica, 
Avestita (v. si. *vestica cf. bg. vestica 23 ), vatama in special gravidele (Sim. FI. Marian), 
lauzele si copiii acestora (Teodorescu, Candrea, Pamfile), regina a spiritelor rele (Pamfile) 
boala provocata copiilor de aceasta Uinta. Planta este numita samca (< ucr., bg. samka 
„duh rau, diavol”) fiindca este spinoasa, romanii receptand si. draci „maracine” ca drac(i) 
„diavol(i)”. Samca desemneaza si o boala a cailor (in zona Bistricioara-Borsec) si 
umflatura care se formeaza, uneori, sub pielea gatului la vite (in zona Enisala-Babadag). 
Sanca {Elsholtzia ciliata, Lallemantia iberica) Horde seamana cu niste capete de balaur sau 
sarpe, asimilat cu subst. drac. De comparat si cu bg. sanka „fantoma, duh necuraf’. 
Samcuta, samcuta {Galium schultesii, Sisymbrium officinale, Veronica chamaedrys ) din subst. 
samca „fiin(a imaginara rea, diavol; boala cauzata de aceasta fiin(a” (< ucr. samka ori din 
si. samuka „femeie”) (a se vedea samca). Galium schultesii se numeste si sanziana-de- 
padure, ceea ce permite legatura cu Samodiva „zana rea de padure, dragaica” (o specie 
inrudita, Galium odoratum, se numeste mumapadurii). Sisymbrium officinale si Veronica 
chamaedrys s-au folosit contra colicilor si convulsiilor epileptifonne (ale copiilor). 
Platele se mai numesc si Tu-mi-ai-zis {Galium schultesii, Sisymbrium officinale ), tu-ne-ai 
zas {Veronica chamaedrys), tunezisa {Veronica teucrium ), al treilea fitonim format, de 
fapt, din trei cuvinte tu-ne-zisa „tu nenumita/cu numele nerostit” adica tabu, fiindca era 
considerate iarba sarpelui (si chiar are acest nume). Ultima specie are si numele cuibul 
necuratului, conform unor legende acesta ar fl spus la ce foloseste planta. Rezulta ca 
numele corect al speciilor de mai sus a fost, initial, tu-ne-zis(a) (tu < lat. tu, ne < si. ne- si 
zis/zisa < a zice < lat. dicere). De altfel, in Dictionarul Borza fitonimul tunezisa s-a tiparit 
pentru Veronica teucrium insa, in lucrarea folosita ca sursa numele apare la Veronica 
chamaedrys. Sasii folosesc pentru Veronica persica numele ungenanntgekrautig 
„buruiana nenumita”, posibil calc din romana. 

Fitonimele sunt sugerate in special de aspectul fizic al plantelor, apoi doua denumiri au o 
explicate de natura mitologica si, in fine, una are o explicate de natura lingvistica, mai exact 
un calc. 


23 DELR 2012. 
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Implicatiile si simbolistica lumii vegetale in culturile traditionale sunt evidente si indelung 
discutate. 
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CREATIVITY IN ADVERTISING 


Carmen Neampu 

Assoc. Prof., PhD, "Aurel Vlaicu” State University, Arad 


Abstract: The present work discusses creativity in advertising by offering a few directions that deserves 
to be deepened in the future. Here are some ingredients that play an important role in advertising 
discourse: text, image, voice. What is the easiest recipe for the construction of an ads? This is the 
presentation of a problem which the consumer encounter. Advertise demonstrates how the product can 
solve successfully the issue. 

We will see the role played by the voice in commercials. Experts talk about the voice in a step-by-step 
complex including: intensity and duration of the voice. The paper presents an interview with Romanian 
actor Doru Nica that was involved in commercials, offering his perspective on the subject. 

Key words: advertising, acting and creating a 


Creativitatea in reclama. 

Lucrarea de fafa discuta creativitatea in reclama, oferind cateva direcpn de aprofundat. 
Text, imagine, voce, iata cateva ingrediente ce joaca un rol important in discursul reclamei. 
Rejeta cea mai simpla pentru construcf ia unei reclame e prezentarea unei probleme pe care 
consumatorul o intampina. Reclama nu face altceva decat sa demonstreze modul in care 
produsul poate rezolva cu succes problema. 

Lucrarea prezinta un interviu cu actorul Doru Nica, implicat in cateva reclame de 
succes (Ciocolax, Scandia), oferindu-ne perspective lui asupra fenomenului. 


Bdrbafi, parasifi-va femeile yi merged la Carmen! 

Cercetatorii din domeniul publicitajii au admis ca putem vorbi de o strategic a crearii 
mesajului reclamei. Conform teoriei jocurilor, strategia s-ar putea defini ca ansamblu de reguli 
care guverneaza comportamentul jucatorului in orice situafie de joc posibila. Orice strategic 
implied un SCOP si cateva REGULI (prin care jucatorul isi evalueaza situajia de joc si 
realizeaza mutarile ce vor urma) si o succesiune de alegeri care traduc un PLAN. Strategia are 
neaparat un SCOP, acela de a convinge. 

Pomind de la aceste departajari, am discutat cu artistul fotograf german de origine 
romana, Marinel Brincau (care a ca§tigat, in Germania, un premiu pentru cel mai reusit panou 
publicitar la opera Carmen de G. Bizet). Am dorit sa aflu daca exista vreo strategic in selecjia 
elementele pe care le considera importante in realizarea reclamei. Iata ce spune intervievatul: 
„Mesajul reclamei in acest caz imi era foarte clar: Carmen e ofemeie frumoasa. Dar cum sa 
fac asta? Cum s-o spun yi celorlalfi? Atunci am scris ay a: «Barbafi, pdrdsifi-vd femeile yi 
mergefi la Carmen! »,fara sa specific la care Carmen. Jos, am adaugat cu un alt corp de litera, 
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mai mic, sala unde uvea loc concertul, ora exacta, filarmonica “} intrebat fund care crede ca e 
cel mai important lucru atunci cand vrei sa faci reclama unui produs, artistul considera ca: „ Cel 
mai important e sa §tii o informafie de baza: pentru cine faci reclama, ce vrei sa spui prin ea 
§i, mai ales, cum. Pentru mine, faptul ca sunt sub presiunea timpului ma favorizeaza creativ. 
Termenul limita alpredarii lucrarii ma impulsioneaza sa avansez. Cred insa ca cel mai bine se 
munce.pe in echipa. Analiza in grup aduce succesul scontat “. Incercand sa dezvaluie secretul 
(daca exista unul!?) al reu§itei unei reclame, M. Brincau acorda elementului care §ocheaza 
valoare de necontestat: „Elementul §oc e cel mai important. Culori §ocante, in comhinaf i de 
fonduri galbene cu scrisuri albastre §i fundaluri portocalii pe un scris violet Referitor la 
imagine si retorica ei, directi ile moderne de crcatic publicitara tind sa supraliciteze importance 
imaginii, a vizualului, in detrimental mesajului scris, putandu-se vorbi chiar de o tendinta in 
afi§ajul stradal german, in sensul proliferarii unor panouri pe care e desenata o spirala mare si 
in mijlocul ei un punct sub care sta scris textul: Vedefi, reclama §i-a facut efectul pentru ca v- 
am atras atenfia. In fata reclamelor de acest tip, receptorii au inaintat foarte aproape de panou 
ca sa citeasca mesajul minuscul in comparajie cu marimea spiralei care le focaliza privirea pe 
textul sau produsul promovat. 

Asadar, rejeta cea mai simpla pentru construcjia unei reclame e prezentarea unei 
probleme pe care consumatorul o intampina. Reclama nu face altceva decat sa demonstreze 
modul in care produsul poate rezolva cu succes problema. Scenariile cu „felii de viaja” sunt 
intalnite cel mai des si chiar daca aceste „mici puneri in scena” sunt vazute ca siropoase §i sunt 
detestate de mulfi copywriteri, ele au vandut mult §i inca mai vand. 1 2 

Ca mijloc de comunicare, „imaginile sunt mai ambigue deedt mesajul lingvistic §i de 
aceea ele sunt, deseori, acompaniate de cuvinte”. §i atunci de ce sunt atat de des folosite? se 
intreaba Torben Vestergaard §i Kim Schroder 3 

Raspunsul sta in chiar ambiguitatea imaginii, care te invita s-o interpretezi. „hnaginile 
nu mint (...)- suntem tentati sa spunem mereu - dar slim ca cerul din tigarile Winston nu e as a 
de albastru”. 4 Fotografiile nu par a avea un cod, ca in mesajul lingvistic. „Orice enunj in cuvinte 
a§teapta un raspuns inapoi in cuvinte, dar o imagine foto nu trimite un a§a de clar raspuns 
rational. Zambim cand citim ca sapunul X va face femeia mai frumoasa, dar atunci cand in 
reclama apare §i o imagine cu o femeie superba tinand sapunul, nu mai suntem chiar atat de 
sceptici”. 5 Speciali§tii in imagine publicitara susjin ca nu poji „arunca” oricum o fotografie in 
reclama. Gunther Kress §i Theo van Leeuwen 6 ne atrag atentia ca citim de la stanga la dreapta 
§i ar (I indicat ca §i fotografia reclamei sa urmeze acest tipic. Cand fotografia e in stanga, textul 
reclamei e normal sa stea in dreapta, dar cand textul e in stanga, imaginea-surpriza cu produsul 
nu poate sta decat in dreapta paginii. Chiar §i atunci cand reclama nu pune accent pe cuvinte, 
ea le a§teapta: „Reclamele ce nu pun pret pe cuvinte mizeaza pe a§teptarile noastre ca vor fi si 
cuvinte 7 

Actorul Doru Nica, despre experienla in reclama „me§terului Ciocolax”: hatru, bonom, 
tonus ridicat 


1 Carmen Neamtu. Despre seductia mesajului publieitar, „Observator“, nr.374. 

2 Vezi §i David Ogilvy, O antologie de texte publicitare, coordonatori Cezar Tabarcea §i Alexandra Craciun. 

3 The language of advertising, Basil Blackwell Publisher Ltd., 1985, p.42. 

4 Greg Myers, Words in Ads, Routledge, Chapman and Hall, Inc., 1994, p. 135. 

5 Roland Barthes, The Rhetoric of the Image, apud Stephen Heath, Image-Music-text, London, Fontana, 1977[ 1964], 
pp.32-51. 

6 Reading Images, Victoria, Australia, Deakin Press, 1990. 

7 Trevor Pateman, How is Understanding an Advertisment Possible?, apud H. Davis & P. Walton, eds.. Language, Image, 
Media, Oxford, Basil Blackwell, 1983, pp.187-204. 
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- Doru Nica, explicati-ne cum aji ajuns sa jucaji in reclame? 

- Totul este cat se poate de simplu. Fiind in baza de date a mai multor case de film, agenjii 
publicitare, studiouri de casting etc., e§ti pur §i simplu contactat §i intrebat daca e§ti de 
acord cu proiectul dumnealor. Asta, fircstc dupa ce in prealabil ai fost ales §i de client, 
respectiv firma pentru care se face publicitate. Traseul, ca sa mai §i glumim, este simplu: 
te sui in marina, tren, avion si pleci la Bucure§ti unde de regula au loc filmarile. 

- Ce presupune castingul pentru asemenea proiecte publicitare? 

- Castingul nu presupune nimic spectaculos. Totul e ca datele fizice §i actorice§ti sa se 
apropie cat mai mult de ce i§i dorestc clientul (finna beneficiara). In final, ajung mai 
multe variante de lucru §i ultimul cuvant ll are regizorul. 

- Sunteji un actor care trece rampa, cu har. Rolul de me§ter Ciocolax cum l-aji 
perceput/atacat? 

- Sunt onorat de apreciere si promit ca nu am sa tree rampa atat de mult incat sa cad in 
public. Nu de alta dar, la gabaritul meu ar fi victime colaterale! Revenind la reclama 
CIOCOLAX, Jin sa precizez ca personajul se numeste „Nea Sandu” §i firma lui „LA 
NEA SANDU - WECEE TUNATE”. Ca orice mestcr el trebuie sa fie pul,in hatru §i cu 
multa bonomie! 

- Care credeji ca sunt atuurile personajului dvs? 

- Tocmai le-am enumerat: hatru, bonom §i cu tonus ridicat. 
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- Nu piitini considera ca a juca in reclame e o degradare a profesiei de actor. Alfii, 
mai duri, vad jucatul in reclame §i telenovele ca un soi de prostitute intelectuala. 
Dvs. cum vedefi acest aspect? 

- Aici lucrurile trebuie nuanjate. Ce este de fapt reclama sau spotul publicitar? Este un 
film cu povestea lui in forma redusa pana la cateva zeci de secunde. Nu consider nici o 
degradare, ba dimpotriva, ca intr-un interval de timp atat de scurt sa faci ce se face de 
regula in zeci de minute. Daca tratezi cu seriozitate si aceste opere artistice nu se poate 
numi prostitute. Asta e o prejudecata. Sa nu uitam latura economica (nu e cazul meu). 
Peste tot in lume reclamele sunt foarte bine platite. Totul depinde de anvergura 
actorului. 

- Unde afi filmat §i cate duble afi tras? 

- Filmarile la acest spot au fost facute la Bucure§ti si, fara sa par lipsit de modestie (martor 
imi este prietenul meu mai tanar Onoriu Felea care a fost pe platou) dublele au fost 
foarte pujine §i majoritatea, cele de siguranja. 

- Ce indicafii de regie afi primit pentru a intra in pielea personajului? 

- Am lucrat la ultimele doua spoturi cu doi regizori foarte buni: RADU JUDE, cel cu 
„Aferim”, la SCANDIA SIBIU, §i cu DRAGO§ BUEIGA, cel cu „Eas Fierbinji”, la 
CIOCOFAX. Pot spune ca a fost o colaborare fericita pentru to|i §i ca indicapile au fost 
pur tehnice si de rutina. 

- Va deranjeaza cand pe strada vi se spune domnul Ciocolax? 

- Nu mi s-a intamplat sa mi se spuna a§a, dar fiindca am ajuns la punctul asta am o gluma. 
Fire§te ca prietenii si colegii s-au amuzat, dar replica mea a fost pe masura: „Dupa o 
via (a de cacao, voiafi sa fac reclama la RAFAELO? ” 

- Pentru ce produse credefi ca a(i fi prototipul perfect? 

- Fa varsta mea, ca sa mai glumesc pu(in, (ic^tc ca la anticoncepjionale. Adica ma vad 
femeile §i nu mai fac copii! 

- Ce le-afi spune unor tineri ce ar vrea sa joace in reclame? Ce e important din 
punctul dumneavoastra de vedere? 

- Sa joace in cat mai multe §i mai ales sa negocieze la sange contractele. Dar sa nu faca 
nicio clipa rabat de la profesie. 
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MOTIVATIONAL LITERATURE. HUMAN BEING, GOING WHERE? 

Gabriela-Mariana Luca 

Assoc. Prof., PhD, "Victor Babes" University of Medicine and Pharmacy, 
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Abstract: A controversial subject, the concept of new medicine suggests an update of the old therapeutic 
principles, their combination with the extraordinary scientific and technical performances of the 21st 
century, making a promise to the newly started millennium new forms of treatment. Implementing this 
is not easy, as it involves two extremely virulent crusades for contemporary societies. The first targets 
conservative structu res of medical schools which were founded on very complex lines of professional 
inter-dependence, while holding the model of medieval casts, who, in turn were supported by the alleged 
divine origin of the first masters in the medical sciences. The second one must oppose movements of 
black magic, established on ancient symbolic fragments, yet nourished with dramatic elements of a great 
technical ability, focusing on the spectacular yet also amplifying the feeling of a terrible fear in their 
clients, dominating and exploiting it. The new medicine aims to help people change their lifestyles in 
order to harmonise with the levels of existence: physical, emotional, social, intellectual, spiritual. This 
wish actually combines coordinates of cultural manifestations which have been incredibly fragmented 
during history. An entire motivational literature tries to balance the personal health of the individual 
and the social health, to redefine concepts of illness and health, to propose ideal therapeutic systems, 
inexpensive, accessible to everyone, regardless of their level, some promise slowing, stopping even 
reversing the ageing process, questioning the idea of sacred. We analyse, from this perspective, “what 
exactly is the new human being, in the complete sense. ” 


Key words: cultural anthropology, therapy, new medicine, literature 


’’Tie! Draga cititorule, aceasta sectiune a cartii se numeste, in mod obisnuit, 
’’Multumiri”. (.. .)Fara tine, aceasta carte n-ar exista. Iar asta chiar suna ca un discurs de primire 
a unui Oscar! Dar este adevarat, caci, daca n-ar exista oameni care sa doreasca sa faca lucrurile 
mai bune, planeta noastra ar ramane la fel. Imbunatatirca lucrurilor face ca specia umana sa 
evolueze” 1 . Este primul paragraf al paginii dedicata multumirilor, dar pe care Venice A. 


1 Venice A. Fulton, Oh My God in 6 sciptamani. Slabe$te rapid $i uime$te-ti prietenii\. Lifestyle Publishing, Ed. Trei, 
colectia ’’Citeste sanatos”, p. 9 
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Fulton 2 , autorul uneia dintre lucrarile cele mai vandute din literatura ’’lifestyle”, o ’’senzatia 
editoriala care rivalizeaza cu dieta Dukan” 3 , o intituleaza ”Iar Premiul Oscar iti revine.. 

Stralucire, da! Promisiunea redarii stralucirii fiecaruia dintre noi, prin remodelarea 
corpului mai intai, este cheia acestei noi industrii a cartii. Primit de la paring, corpul se 
construicstc purtand amprentele societal) i in sanul careia a aparut, reprezentand forma cea mai 
intima a rclatici cu alteritatea constituita de persoana insa§i. Corpul este cel care aminte§te 
permanent de legaturile pe care le avem noi inline cu sinele, cu stramosii, cu zeii, cu celalalt 
sex, cu ceilalfi semeni si cu un trecut caruia inca nici macar nu-i putem banui inceputurile, 
dovada vie ca nu putem trai niciodata cu adevarat singuri, ca destinul nostru este unul social. 

Printre altele, literatura motivationala si-a asumat sarcina de a ne reaminti toate acestea 
intr-un mod accesibil, prin vorbe transmise cu lejeritate de cozeur de la o cultura la alta, de la o 
natie la alta, de la un nivel de educatie la altul, de a ne impaca pe toti cu noi insine si cu lumea 
intr-un prezent etem. Nimeni nu e singur, fiecare, nu doar ca poate, ci sigur e in stare sa 
straluceasca intr-atat incat sa-si poate orbi pana si propiul destin. Iar daca lucrurile se intampla 
(adesea) pe dos, se poate datora doar stangaciilor de abordare, nicidecumprin efecte psihologice 
inverse (prea deprimat ca sa ti se reaminteasca cat esti de nesigur si ezitant, chiar ingalat, inecat 
in timiditati, spaime si grasimi). 

Nu ne propunem acum si aici o hermeneutica a literaturii motivationale ci, mai degraba, 
o analiza a societatii romanesti contemporane ca suma de ritualizari ce permite crearea terenului 
perfect pentru implementarea unei astfel de industrii a cartii (cu mentiunea ca exista titluri si 
autori seriosi care chiar ar trebui studiati in scolile noastre). 

Omul, incotro? 

Orice societate contemporana deschisa cunoastc o infinitate de forme noi de manifestare 
(in tehnica, sport, politica, economie etc.) si, in functjc de gradul de adaptabilitate, preia coduri 
simbolice (lingvistice, gestice, mecanice) pentru a completa, inlocui, resemantiza, dupa caz, 
codurile arhaice pe care le define. 

O multitudine de curente filosofice, religioase, sociologice incearca, in plin proces de 
globalizare, sa orienteze individul spre o di recti c sau alta cu promisiunea regasirii spiritului 
traditional, dobandirea adevarului etem si accesarea cunoastcrii primordiale prin simpla 
aderare la o fonna(iune sau alta, ori, si mai direct, prin profunda cunoastere a propriei persoane, 
recunoscuta (de fapt, indicata) ca ratacita si confuza, dar recuperata si reconectata apoi la 
corpusul universal al umanitatii. Omul zilelor noastre, grabit si dominat de prezentul prea 
tehnicizat care-i aminteste obsedant vulnerabilitatea, perisabilitatea (nimic nu mai este ca 
altadata, cu atat mai putin noi), este campul perfect pe care pot incolti scenariile hibride ale 
unor mituri si tradifi i stravechi, capabile sa-i redea incredere in fiinta sa, odinioara deplin 
umana, calda, spirituals. Incercarea nerezolvata de-a lungul istoriei prin permanenta amanare 
(eul ramanand marele mister) vizeaza un timp etem in spa(ii finite (aici sau acolo) ori infinite 
(si cale de intoarcere nu mai exista). 

Se cumpara multa carte motivationala 4 si in tara noastra. Intrarea companiilor 
intemationale pe piata muncii din Romania a educat nu doar modalitatea de a alcatui un CV si 


2 expert in nutritie si fiziologia sportului, terapeutul multor celebritati. Cartea se vanduse deja, in 2012, in 120000 de 
exemplare 

3 The Times - coperta 1, Cartea lui Venice Fultun se vanduse deja, in 2012, in 120000 de exemplare, de cinci ori mai multe 
decat Dieta Dukan 

4 Dezvoltare personala, nutritie, terapii complementare formeaza topul preferintelor cititorilor romani. De exemplu Editura 
All anunta retiparirea cartii lui Stephen Covey - "Elicienta in 7 trepte sau un abecedar al intelepciunii". "Prima data, cartea a 
aparut pe piata din Romania in 1995. In 15 ani am vandut 54.000 de exemplare, iar cererea pentru aceasta carte exista i n 
continuare" http://www.romanialibera.ro/economie/fmante-banci/romanii-trec-criza-cu-literatura-motivationala-174264 
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atitudinea candidatului la un interviu de angajare, a reformatat tot ceea ce mseamna resursa si 
nevoie umana 5 . 

Putem afirma oare ca societatea romaneasca post-decembrista Tsi traieste propriul extaz 
psihoterapeutic? Brusca ei americanizare, pe un fond democratic imatur ce implica o regresie 
catre straturile arhaice ale personalitafii, o confirma. Orientarile sectare, prefcrintclc pentru 
alternative spirituale asiatice, sarbatorile religioase de imprumut, ritualurile alegerilor politice, 
transele ludice ce caracterizeaza experienfele paroxistice colective (meciuri, concerte, serbari 
campenesti etc.), manifestari greviste, proteste in strada, in sine, toate sunt incercari ambigue 
de resacralizare. 

Intrucat schimbarile sociale contemporane nu funcfioneaza dupa reguli prestabilite, din 
prea marea dorinfa de a depa§i un segment domesticit, ele par a se lasa purtate de simulacre, 
ramanand straine de orice relafie transcedentala. In ciuda cresterii evidente a calitatii vietii din 
1989 incoace, marile angoase ale romanilor raman sanatatea §i saracia. In zona aceasta sunt 
a§teptate primele decodari de sens. Oamenii no§tri 6 , in conditiile date, sunt prea putin sensibili 
laproblemele de supraviefuire ale planetei de ordin demografic, ecologic sau atomic. Traversam 
(iata, de mai bine de un sfert de secol) perioada de copilarie a democrafiei raspunzand seducfiei 
publicitare cu o spontaneitate adolescentina. Poate ca viitorul sacrului, §i in ceea ce ne privcstc 
ca neam, va depinde, asa cum o crede Wunenburger: ”de capacitatea omului de a se reorienta 
inspre o meta-istorie, de a se aseza in ascultarea unui Sens, in acela§i timp apropiat §i 
indepartat”. 


1. Strategiile terapeutice ale altora, foarte bune si pentru noi 

l.l.Adam cel verde sau cum de etnoiatria este in parg 

’’Bancile de vise” si-au deschis larg portile si in societatea romaneasca 7 . Orice discurs 
construit pe simboluri vegetale este o incercare de reintoarcere spre origini. Publicatiile sunt 
imbibate in titluri de carte ce acopera descried morfologice, simbolismul, terapiile 
recomandate, retete culinare, legende ale plantelor. Proprictatile medicinale si magice ale 
ierburilor raman un unit inseparabil. Profitand de aceasta, textele medicale de popularizare sunt 
de-a dreptul curtenitoare 8 . Numai simpla descriere a unei plante evoca deja cate ceva din 
scmnificatiilc ascunse, implicand trimiteri prevestitoare ale posibilelor virtuji. Discutam despre 
o analogie subsidiara involuntara care ne va cere intotdeauna un plus de cunostintc, orientandu- 
ne, aproape fara sa banuim cum, spre decriptari ulterioare tot mai incitaji in a descoperi 
apropieri, asemanari, semnificapi. Se amplilica un adevarat mod de a privi lumea, tot mai mult 
eliberat in imediata actualitate. Succesul la public al acestora o confirma. Randurile amatorilor 
de cunostintc fito-terapeutice si de produse naturiste create semnificativ de la o zi la alta 9 . E un 
adevarat fenomen in contemporaneitate §i se deruleaza asemanator perioadei renascentiste cand 


5 Vorbim astazi despre managementul: calitatii, timpului, resurselor umane, stresului, nutritional etc. 

6 Depinde mult de segmental de varsta analizat. Tinerii (18-25 de ani) sunt mult mai atenti la semnalele venite dinspre Vest. 
Au venit pe lume si au crescut intr-o lume deschisa si, implicit, mult mai informata. 

7 Citam doar cateva titluri dintre cele parcurse, din domenii diverse si din perioade diferite, ceea ce vine si ca o confirmare a 
faptalui ca, imediat dupa anii 90, acest gen de literatara a fost foarte bine primit de cititorul roman: Jerry Lee Hoover, 
Medicina nalurii: Stephen R. Covey, Eficienfa in 7 trepte sau un abecedar al infelepciunii', Hanno Beck, Banii nu gdndesc. 
Despre cum sa ne pastrdm mintea limpede in problemele flnanciare; Florence Le Bras, Secretele unui bun Curriculum Vitae ; 
Richard David Precht, Cine sunt eu. O caldtorieprin mintea ta etc. 

8 Probabil ca putin cititori stiu cat de important (sau nu) este continutal de ulei volatil de camazuleina si bisabolol al florilor 
de romanita (musetel), dar materialele se adreseaza publicului ca unui bun cunoscator adevarat (blanda si magulitoare forma 
de manipulare scriitoriceasca). 

9 Este suficienta verificarea, cu un simplu click pe internet, topul site-urilor magazinelor naturiste din Romania. ’’Armonia 
Naturii” are, de exemplu, aproximativ 14000 de vizitatori saptamanal. 
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Paracelsus, excelent cunoscator al mostenirii etnoiatrice a vechii Europe, lega obscrvatia 
vegetalelor de interpretare, teoretizand-o §i integrand-o in cultura savanta. El nu a negat 
niciodata faptul ca batranele satului, “pe jumatate vrajitoare”, stiau cum se pot folosi plantele 
de pe langa marginea drumului, de prin paduri §i poiene. Nici un tratament medical, oricat de 
sofisticat si elaborat, n-ar trebui sa neglijeze informajii atat de prctioasc. 72% dintr-un lot de 80 
de pacienti intervati de noi, cu varste cuprinse intre 35 si 78 de ani, au afirmat ca ajusteaza 
’’putin” tratamentul alopat prin adaugarea de suplimente alimentare, gasite in urma unui 
’’research” personal pe internet 10 . Fitoterapia are, in continuare, un impresionant ecou magic. 
Franturi din acesta, repetitive §i incitante, vin sa tulbure o con§tiinJa de grup adormita timp de 
secole. Un exemplu scurt, pentru a putea ilustra: pelinul, planta Artemisei, zeija lunii, si-a 
ca§tigat inca din Antichitate, renumele de “buruiana de leac femeiasca”. Morfologia plantei 
confirma virtujile curative: pe spate, frunzele sunt de un alb catifelat ce am in teste de lumina 
lunii. In Evul Mediu va fi numita “Mater hcrbarum”si socotita planta lunara absoluta. Logica 
simbolica o va regasi si in America Latina ca planta feminina, lunara, nocturna (Mathieu,1993). 
Denumirile populare §i direcjiile terapeutice se impletesc intr-o unitate de cunoastcre validata 
de o intreaga logica simbolica fara de care orice cercetare fitoterapeutica ramane incomplete §i 
se dovcstc ineficienta. Aceasta privire inapoi, generata §i de o sccventa foarte actuala (tcndinta 
de resacralizare), incheaga o direcjie declarata: intoarcerea terapiei spre simbolic. 

1.2.Disputa gusturilor si a gesturilor 

Omul ramane central creajiei, un punct vital de focalizare a sistemului ce articuleaza 
microcosmosul. Aceasta teorie a§aza in jural individului semne, uneori evidente, alteori nu. 
Datoria omului si onoarea oferita lui de Creator sunt strict legate de aceasta vigilenja a 
decriptarilor. 

Secolul al XVII-lea, cel care aseza o distanja de netrecut intre lucrari si cuvinte, este 
astazi pus intr-o noua lumina. Istoria naturala s-a rescris. Limitarea campului observabilului a 
dus la un dezinteres total pentru ceea ce servea odinioara ca suport de cod traditional. Gustul §i 
savoarea, excluse altadata, socotite incapabile de a genera informapi certe, sunt astazi 
incoronate si slujite cu ravna * 11 . Cu un oarecare sentiment al culpabilitajii, dar si cu un interes 
sporit, avansat de dorinja de a completa cat mai multe detalii cunoscute in fi§a devenirii ei, 
societatea contemporana se arata tot mai deschisa spre propriul trecut. Prezentul agitat, viitoral 
nesigur au nevoie de cateva repere cronologice impinse spre o varsta de aur pentru a crea 
stabilitate si siguranja. 

Am numit deja aval ansa de carti in domeniu aparate pe piata. Adaugam §i un susjinut 
efort de presa canalizat in acela§i sens. Specializate sau nu, aproape toate periodicele de pe piaja 
romaneasca introduc in paginile lor dezbateri medicale, sugestii, chiar solujii. 

In momentul in care §tiinja medicala s-a afirmat ca singura detinatoarc a metodelor §i 
tehnicilor terapeutice, a adevaralui suprem despre corpul omenesc, celelalte terapii s-au trezit 
alungate cu ostilitate din cetate. Cei care au apelat pana nu demult la astfel de practici au fost 
catalogatj drept creduli, naivi, lipsiji de cultura etc. Domeniul sanatatji ramane un teren de 
cercetare foarte bogat pentru sociologi §i etnologi. Tocmai aici si acum (revenirea masiva a 
terapiilor traditionale in actualitate) se astcapta impacarea contrariilor. 

Costurile medicale au fost intotdeauna o chestiune delicata. S-a afirmat gre§it ca obiceiul 
de a plati unele servicii in produse ar fi exclusiv de sorginte fanariota. Discutand numai cazul 
Europei §i putem afirma ca, din cele mai vechi timpuri, serviciile medicale au fost recompensate 
§i cu daruri de alimente. Descantatoarele acelor vremuri, pana in zilele noastre au cerat piata in 


10 Acesta transformandu-se, de fapt, prin forum-uri, intr-o imensa masa rotunda. Cunoasterea unei limbi straine, sau doar 
folosirea unor motoare de traducere, largeste si mai mult cercul de dialog, facand posibila impartasirea unor experience din 
diverse colturi ale lumii. 

11 umami, dominanta, ”a cincea savoare” legata de numele japonezului Kikunae Ikeda, L-glutamat, celebrul E-621 
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bani, “oricat de pujin, dar ca sa fie leacul primit”. Medicii au trebuit sa se multumcasca, in 
multe cazuri, doar cu produse. Cand banii au circulat mai mult, s-au acceptat ambele forme de 
plata (Pascal de Vink: 1987). Situajia din trecut se prelungeste si in Romania zilelor noastre 
modeland atitudini. Me^terul (fie el instalator, zidar etc.) este platit doar daca beneficiarul este 
multumit de lucrare. Oare medicul este cu adevarat platit, indiferent de rezultatele muncii sale? 
Societatea reactioneaza: ”daca-i prea sarac inseamna ca nu-i doctor bun; daca-i prea bogat se 
crede ca-i foarte scump”. Ambiguitatea create daca medicul este foarte tehnic §i are tendinja de 
a epata clientela printr-un vocabular stiinjific. Pacientii se plang atunci de insensibilitatea 
acestuia, de lipsa de compasiune, de distanta, chiar aroganta. in cazul in care doctorul se arata 
deschis terapiilor traditionale este din nou acuzat, de data aceasta de lipsa de atitudine §tiin(ifica 
atat de fireasca in prezent, clientela reorientadu-se. Cum se poate ajunge la un dialog bazat pe 
incredere? “Totu§i, corpul subtil, Corpul nostru Vibrator caruia i se adreseaza acupunctura si 
homeopatia, nu a fost luat in considerare vreodata cu adevarat decat de literatura oculta. 
Tatonate de catre §colile psihanalitice sub forma unui dialog intre consticnt §i inconsticnt, abia 
abordate in cadrul etnologiei ca un mister de neintclcs, specific populajiilor primitive, corpurile 
subtile nu au fost niciodata abordate de catre punctul de vedere medical ” (Fontaine, 1995:23). 

intalnim astazi un nou tip de “vraci”. L-am numit pe terapeutul contemporan, care are 
studii, uneori chiar studii medicale, a exersat mult in cunoastcrca propriilor posibilitaji de 
tratament §i imbina intr-un mod intim calitajile confesorului cu cele ale vindecatorului. intre 
terapiile “moderne” (radiestezie, magnetism, imagerie etc.) si cele magico-ritualice, desprinse 
din lumea satului, exista o continua pendulare. Legaturile dintre rural §i urban (in societatea 
romaneasca postdecembrista) au condus la o situatie cel putin interesanta. Locuitorii mediului 
urban sunt cei mai interesati de terapii hibride (alopat plus traditional/complementar) si de 
schimbarea stilului de viata, al alimentatiei, de orientarea acesteia catre slow food 12 , de 
apropierea de natura. Invers, bolnavii din mediul rural raman foarte atasati de medicina alopata, 
dar pe care o acceseaza in fazele cele mai avansate ale bolii. Sa fii bolnav e un “lux”, sa mori e 
un “lux” §i mai mare (Luca, 2004). 

Prezentul ne apare constant vulnerabil. Shimbarea continua a valorilor, imposibilitatea 
unei rapide adaptari in ciuda dorinje permanente de mai bine dar, mai ales, nevoia de sacru au 
impus o noua privire peste umar, spre un trecut, niciodata indeajuns cunoscut, insa mereu mult 
mai bun decat un viitor incert. 

Prima atitudine pozitiva in acest sens este refuzul de a te lasa dominat de boala. Daca 
inevitabilul s-a produs, se cauta varianta cea mai rapida de tratament. A fost o vreme cand, orice 
operatic era socotita un eveniment glorios care cerea atat compasiunea dar §i admiratia 
celorlalji. Acum suferinja fizica este mai mult ca oricand o crunta pedeapsa (trupul nu mai este 
antrenat s-o accepte). Muncile sunt din ce in ce mai pujin dure, menajul este tot mai automatizat, 
nastcrile naturale au devenit facultative. Ne dorim un tratament eficient, rapid si, de ce nu, 
magic. In multe cazuri, medicul nu este in masura sa-1 prescrie. Vindecatorul promite. Literatura 
motivationala ne asigura ca suntem creatorii propriei stari de bine, propriului destin. 

Logoterapia este cscntiala. Cuvantul devine anna §i unealta impotriva bolii, el 
acjioneaza asupra corpului, intr-un joc pe dos, in timp ce gesturile calmeaza spiritul. in jural 
cuvantului se cladesc cele mai spectaculoase tehnici terapeutice. 

Schita analizelor anterioare demonstreaza, inca o data, ca o reprezentare a ceea ce exista 
deja, nu este doar o iluzie ontologica a identitajii, unitajii §i continuitajii sensului. Con§tient sau 
nu, nojiunilc exprimate exista la toate nivelele de reprezentare. Copii fund, ne jucam §i ne 
protejam astfel de rau, indiferent ce chip §i ce nume ar purta acesta, crcstcm in sanul unei familii 
care are propriile ei principii si reguli, exersam impreuna cu ea speranja §i disperarea, acumulam 
informatii §i readaptam sensuri. Conceptul de sanatate se identified deplin cu nojiunea de om. 


12 Un slogan definitoriu al acestei orientari este ”apara dreptul la gust!” 
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Orice strategic terapeutica incepe, in aceste conditii, cu propria persoana in calitate de 
terapeut. Inca de la primele simptome ale bolii demaram un ritual de auto-salvare: intreruperea 
activitapi, cautarea instinctiva a unei pozitii de repaos care sa atenueze durerea, chemarea unei 
alte persoane in ajutor. Intotdeauna insa, exista cineva mai instruit, mai in putere, mai abil sa 
Mature boala decat am li noi inline prcgatip sa o facem. Solicitarea si acceptul ajutorului din 
afara instituie o relatic de schimb. Pe de o parte, in discujie intra sinele care i§i modified starea 
(circuit antonimic sanatos-bolnav-sanatos), migrand intre un eu pe care ll socotim in stare de 
bine absolut si acel altul, ncstiut, §ubred, imprevizibil la durere, acel altul de care ne temem 
tocmai pentru ca nu-1 cunoastem, fiecare (re)descoperire a sa, fund o mare si nea§teptata 
surpriza. Pe de alta parte, relajia de schimb, care implied o alta persoana, este una de abandon 
§i recunoa§tere a meritelor sale si a limitelor noastre. Cele doua variante nu exclud posibilitatea 
unor interpretari critice. La randul lor, acestea vor forma discursuri de expresie culturala variata 
intre scriitura §i oralitate. 

Fiecare grup terapeutic poate deveni obiect etnologic. In calitatea sa de microsocietate, 
experience impdrtdsite de oameni care au ca liant comun acclasi rau psihosomatic, viciu, care, 
potrivit spoturilor publicitare se asculta, se injeleg ?i se aj uta pot forma un scenariu dramatic 
dupa toate regulile artei. Prin repetitivitatea unor riteme se poate transforma u§or intr-un rit, 
articulat cu pu(in text §i cu seevenje mimetice al caror cod este recunoscut de membrii. 

2. Avem nevoie de o noua medicina 

Timpul pe care il traim, si pe care il numim prezent, are o preferintd declarata pentru 
cuvantul nou. Asa cum se vorbe§te despre noua ordine mondiala, despre noile proceduri in 
justice, despre noua eoleejie de toamna-iama etc., tot asa trebuie acceptata §i o dezbatere pe 
tema noii medicini. 

Ca sistemul sa-§i merite numele, va trebui de asemenea sa fie redefinite din perspectiva amintita 
(a con^tiintei trezite a sinelui) conceptele de boala si sanatate. Acest proiect ambitios devine, 
prin scopurile sale, nu numai foarte atragator, dar reinvie mitul tinerefi i fara batraneje cu 
argumente §tiin(ifice, uneori greu de combatut. Problema pe care o pun medicii interesaji de 
acest program sau de proiecte similare este legata de o relectura critica a intregii istorii a 
medicinei. Toate aceste concepte au fost formulate §i de parintii §tiin(elor medicale precum si 
de ilu§trii continuatori. Cum de s-a ajuns la un ermetism dur si conservator in §coala medicala 
§i de ce stuclcntilor nu le sunt prezentate si formele cunoa§terii etnoiatrice, ramane marea 
intrebare a timpului nostru. 

Omul inceputului de mileniu dore§te sa se cunoasca. Problema cunoa§terii exista §i 
ramane deschisa si pentru cetajeanul Romaniei postdecembriste. Doua sunt marile rele cu care 
se confrunta in principal §i care dau directii importante ca implicate imediata la nivel 
macrosocial, deci evidente in sinuosul proces al adaptarii: frustrarea §i stresul. Amandoua sunt 
deja calificative definitorii pentru societatea de tip occidental spre care aspiram cu atata 
inver§unare. Din pacate insa, daca stresul este incadrat cam in acclcasi tipare, frustrarile sunt 
mult mai intese §i mai variate ca expresie. 

Limba pe care o vorbim, obiceiurile pe care le avem, inclinapile si abilitatile ne definesc 
§i ne promoveaza ca popor. Nu putem nega, din pacate, dimensiunea frustrarii ca vocajie. 
Pregatind acest material, de la cercetare (teren, arhiva, biblioteca) la elaborare, am putut-o 
remarca, Mr-adevar, ca pe o constants. Exista clar ideea ca soarta e nedreapta si ca efortul 
personal merita o recompensa aproape intotdeauna mai buna decat cea primita. Solujia eliberarii 
este una personala, care genereaza §i modul de actiunc, in multe cazuri spontan. Asa se face ca 
ne aflam, mai tot timpul, in miezul unor ambiguitaji care nasc extreme: ezitari-stingeri, 
inver§unari-constrangeri. In miezul unui astfel de continut social nu este deloc greu sa subtiezi 
liantul care ar trebui sa-i (ina pe membrii aceluiasi grup la un nivel optim de comunicare. In 
clipa care codul este incomplet, comunicare se firange, organismul social schimbandu-§i 
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morfologia. De§i partile componente raman in parte parte acclcasi, vreme de aproximativ 
jumatate de secol, ca medie pentru fiecare individ, desele modificari de pozijie ale morfemelor 
pot duce la structuri ulterioare greu de recunoscut sau de acceptat. In anatomia sociala, astfel 
gandita, ideea directoare este conceptul de sanatate. 

Intre metaforele religioase, generate de principiile teologice, §i teoriile §tiin|ifice 
vehiculate de cercetarile medicale (§tiinpficc), un discurs care cauta sa sublinieze foamea de 
carte a individului si sa-1 conduca intr-un spajiu comun §i bibliotecii si bucatariei, nu este deloc 
intamplatoare. Andrei Oi§teanu a sesizat aceasta apropiere: “Acjiunea propriu-zisa de 
ingurgitare a carpi, are doua motivapi alegorice. In primul rand este vorba de un tip de posesie 
totala: hranindu-te cu cartea, devii singurul ei posesor §i beneliciar, nimeni nu va putea sa o mai 
foloseasca vreodata. In al doilea rand este vorba de un tip de inipcrc totala: conpnutul carpi este 
devorat, digerat si - fara pierderi - absorbit in sange, dupa care ajunge in inima, creier, in tot 
corpul” (1998:140). 
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Abstract: The present paper approaches the condition of the migrant in three novels by the British- 
Indian writer Salman Rushdie. The author examines the sufferings and difficulties caused by 
displacement throughout his main characters that undergo radical changes regarding their identities 
and sense of space and belonging. The migrant moves from one place to another and because of these 
geographical movements, his identity becomes hybrid and fluid. As he is spatially dislocated, he also 
loses his cultural environmen t, experiencing thus a permanent state of in-betweennes , of belonging 
neither to his native country, nor to the one he lives in at present. Salman Rushdie’s life and 
experiences as an Indian-British citizen certainly influenced his works. This presen t paper will enlarge 
upon the main characters of three novels: Shame, Midnight ’s Children and The Enchantress of 
Florence - novels that offer different perspectives about the migrant. Through Omar Khayam, Saleem 
Sinai and Mogor dell ’Amore, Rushdie presented some aspects of the migrant who seeks for an identity 
in a place where he does not belong .He insists on the fact that roots are not always something we are 
bom with, but they rather represent the choices we make throughout our life. Although the characters 
belong to many homelands and to no one completely, this is not something that weakens their sense of 
identity, it rather gives the latter a way towards replenishment. 


Keywords: migrant, displacement, rootlessness, identity, in-betweenness. 


Rushdie’s Experience as a Migrant 

Salman Rushdie himself is a migrant as he moved more than once from one place to 
another; he is an emigrant from India and a new comer in three countries: Pakistan, where he 
moved with his family against his will, as he stated in Imaginary Homelands', England, where 
he lived during his studies and many years after, and finally the United States where he moved 
after the fatwa and is still living now. To a certain extent, Rushdie believes that there are good 
things in the process of migration and consequently of searching for an identity: 

... exile or emigrants or expatriates are haunted by some sense of loss, some argue to reclaim, 
to look back even at the risk of being mutated into pillars of salt. But we do look back, we 
must also do so in the knowledge - which gives rise to profound uncertainties - that our 
physical alienation from India almost inevitably means that we will not be capable of 
reclaiming precisely the thing that was lost, that we will, in short, create fictions, not actual 
cities or villages, but invisible ones, imaginary homelands, Indias of the mind. 

(Rushdie, 1991, 15) 

Rushdie believes that the migrant has the power to create new worlds, ‘imaginary 
homelands’, in his case ‘Indias of the mind’, having thus access to more than one world. 
Although migration implies losing the sense of belonging, the homeland, the identity, the 
migrant has the ability to recreate his self and the space he inhabits. Rushdie compares the 
migration with a translation. From an etymological point of view, ‘translation’ comes from the 
Latin word for ‘bearing across’. The individual’s border crossing means to be transfonned and 
(culturally) translated, as Rushdie stated: ‘Having been borne across the world, we are 
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translated men’ (Rushdie, 1991, 17). Migration implies moving out of origins and relocating 
into a new space, creating an imaginary homeland. In his collection of essays Step Across this 
Line, the author emphasizes certain issues about migration. The condition of the translated man 
will be just a mirror of the real, inferring thus the representation of a hybrid identity. Rushdie 
says in one of his essays: 

As a migrant myself, I have always tried to stress the creative aspects of such cultural 
commingling. The migrant, severed from his roots, often transplanted into a new language, 
always obliged to learn the ways of a new community, is forced to face the great questions 
of change and adaptation; but many migrants, faced with the sheer existential difficulty of 
making such changes, and also, often, with the sheer alienness and defensive hostility of the 
peoples amongst whom they find themselves, retreat from such questions behind the walls 
of the old culture they have brought along and left behind. The running man, rejected by 
those people who have built great walls to keep him out, leaps into a confining stockade of 
his own. 

(Rushdie, 2002, 356) 

Rushdie stresses the issues a migrant is facing - he must change and adapt to the new 
community, grow new roots, leam a new language. The migrant has a double consciousness, 
an identity which is produced through continuous adaptation, thus an entity which is not stable 
and constant. As the migrant is a translated man, Rushdie believes that ‘something always gets 
lost in the translation’ (Rushdie, 1991, 17). In other words, the identity of the migrant becomes 
hybrid because of the geographical and cultural dislocation. The individual transforms himself 
into the Other as he has to construct a new personal identity in agreement with the new space 
he inhabits. The new home place will not allow them to feel comfortable and at ease. Homi K. 
Bhabha called this new homeland ‘a third space’ which represents a space between two different 
countries, two different cultures: the place the migrant left and the one where he arrived. This 
is the place where the migrant will have to construct a new personal identity in order to make 
it fit into the new world. The migrant lives thus ‘in between two geographical cultural locations, 
which is often perilous and marginalizing’ (Bhabha, 1994, 17). 

Salman Rushdie’s novels are also a translation - a journey from one country to another, 
a quest for identity and for a new homeland. The reality of the third space is magically presented 
in his novels. His works are representative of magic realism, as the author makes use of fantasy 
in order to create fictional realities for his characters. As far as the author feels this trauma of 
migration, he expresses his grieves through his characters. Most of them are the perfect 
examples of migrants, who wander from country to country searching for the ideal home place, 
in hope for a better life. However, the reality of the migrant is not lacking difficulties as they 
struggle to be accepted by the natives and also to accept the ‘third space’. 

Victims of Hybrid Identities 

From Grimus, Shame, Midnight’s Children, and The Satanic Verses to The Enchantress 
of Florence, Rushdie’s novels are certainly influenced by his own experience of migration. His 
novels deal with the themes of diaspora and postcolonialism; his characters seem lost in- 
between two worlds and they must create a new space, a ‘third space’. Rushdie’s first novel 
Grimus presents the story of a young Indian, Flapping Eagle, who is rejected by the society and 
wanders for centuries in search for his identity. In Midnight’s Children, the narrator Saleem 
Sinai expresses his sufferings after losing his family home in India and moving in Pakistan. The 
Satanic Verses develops its narrative on the story of two migrants to England - the Indian 
Gibreel Farishta and the countryman Saladin Chamcha. The first refuses to adapt to the English 
society, whereas the latter chooses to adapt to the new environment. The Enchantress of 
Florence presents both sides of migration - the perspective of the immigrant as well as the one 
of the emigrant. Mogor and Qara Koz suffer an identity crisis in the land where they migrate - 
the East and the West. 


124 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


The novels seem to demonstrate the fact that the migrant has a difficult position in a 
new world and must adapt and search for a new identity. They create not only worlds of their 
own mind, ‘imaginary homelands’, but they also mould their character and identity in relation 
to their environment. This paper will focus on three of Rushdie’s major works - Shame, 
Midnight’s Children and The Enchantress of Florence. All of them present characters that 
migrate against their will or on the contrary because of their free will; however, in both cases, 
they become victims of their families, of the circumstances or cultural events that occur in the 
novels and consequently, their notion of personal identity becomes hybrid and fragmentary. 

Shame is certainly a novel about migration and it is considered a semi-autobiographical 
novel as the story is located in the country where Rushdie migrated for the first time - Pakistan. 
However, he stresses the fact that it is not about Pakistan at all: ‘The country in this story is not 
Pakistan, not quite. There are two countries, real and fictional occupying the same space or 
almost the same space’ (Rushdie, 1995, 24). Just like its main characters - Sufiya Zinobia and 
Omar Khayam - ‘Peccavistan’ is also the representation of shame and shamelessness. 
Moreover, it is an imaginary homeland built on an existing one where the characters must 
survive although they are invisible for other people. 

The narrator reflects in the novel on the condition of the human being as a migrant and 
consequently, rootless. He undermines the importance of feeling rooted in a certain place, of 
having a family, a culture. 

I have a theory that the resentments we mohajirs engender have something to do with our 
conquest of the force of gravity. We have performed the act of which all men anciently 
dream, the thing for which they envy the birds; that is to say, we have flown. I am comparing 
gravity with belonging. [...] We know the force of gravity, but not its origins; and to explain 
why we become attached to our birthplaces we pretend that we are trees and speak of roots. 
Look under your feet. You will not find gnarled growths sprouting through the soles. Roots, 
I sometimes think, are a conservative myth, designed to keep us in our places. The anti-myths 
of gravity and of belonging bear the same name: flight. Migration, n., moving, for instance 
in flight, from one place to another. To fly and to flee: both are ways of seeking freedom... 
(Rushdie, 1995, 84) 

Here, Rushdie illustrates that the people’s need to belong to a place or culture is no longer a 
valid standpoint; it is just a ‘conservative myth’ that keeps them stuck to their origins and limit 
their freedom. Moreover, he associates the emigration with a ‘flight’ of birds, and opposes it to 
the gravity and the roots. For him, the identity of the migrant looks like a rhizome - that is, 
there still are a lot of threads and knots. So, this does not mean that the migrant individual is 
totally rootless. His ability to fly represents his freedom, his power to deterritorialize himself 
from the place he belongs to. Being raised in a solitary confinement in Nishapur, Omar wants 
to know the world outside his prison-like home. He finds a way to connect himself to the world 
outside: a telescope of his grandfather. Through this channel, Omar observes that he was living 
on the edge of the planet, and constantly fears to fall off. Although he was afraid to cross the 
border of Nishapur, he feels that he must emigrate from that place with a view to going to 
school, but in fact, seeking for freedom. However, it is not easy for him to live in the real world, 
as he knew nothing about it, and what is more important, live with his traumatic experiences 
from childhood. In his case, his roots are illustrated by his misshapen personality. The fact that 
he has been raised with no ethical values, but with the mother’s advice to feel no shame, made 
Omar feel like a foreign in the real world. This shows the migrant’s position in a new place - 
exempt from his birthplace, Omar can neither adopt the outside behaviour and culture nor act 
shamelessly in society. The fact that he abandoned his family and home, but he cannot totally 
break with it, illustrates the migrant’s identity, which is constantly uncertain. Thus, it can be 
said that Omar Khayyam has a hybrid identity and also that he is unable not to perceive himself 
in a state of in-betweenness. Moreover, in the end of the novel, when he confesses to his sins, 
the first on the list is ‘fleeing-from-roots’ (Rushdie, 1995, 301), showing thus his lack of 
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identity. Through Omar Khayam, Rushdie illustrates the psychological crisis caused by the loss 
of roots and identity. 

In Midnight’s Children , the author reveals that there are many alternatives to draw the 
identity of human beings, so he undermines one more time the role of roots, ties of blood and 
so on and so forth. Once again, Rushdie illustrates that identity is acquired rather through 
imagination, than through a genealogical tree. 

Saleem firstly outlines his family genealogy, as it is considered one of the most 
important ways to support the roots of a human. In the first book, although the narrator 
meticulously presents his grandparents and their children, he immediately undermines what he 
said before, claiming that he is not the real son of Amina and Ahmed Sinai. His statement, 
although followed by the revelation of his real roots, does not become stabilized as his lineage 
is still confusing. As he knows that Mary Pereira changed the babies at their birth, his parents 
would normally be Vanita and Wee Willie Winkie, but neither this is true. His biological father 
was in fact William Methwold, an Englishman who owned the Methwold Estate. Because of 
such a confusing lineage, Saleem actually concludes by saying at the end of the novel: ‘Family: 
an overrated idea’ (Rushdie, 1991, 392). However, although he knows that he was not the real 
son of the Sinai family, he realizes that the blood ties are not more important than his 
experiences in this family. Identity is not always created through the genealogical tree of the 
family, where the origins are well defined. On the contrary, it is produced by those events that 
disturb the established order. Moreover, he inherits several characteristics from his family, 
which in fact is not his family. It is true that Aadam Aziz is not his real grandfather, but still, 
Saleem has ‘inherited’ many things from him, physical features, but also spiritual ones. Both 
of them seem to have a disbelief in religion. Just like his grandfather, who is found somewhere 
between the Western science and the Muslim religion, Saleem is also characterized by the 
absence of faith. However, this absence is not exactly an empty hole, but rather a space full of 
doubt and uncertainties. So, it is not something that passed on genealogically; everything is the 
product of Saleem’s ability to imagine correspondences. 

Imagination becomes the drug which helps the migrant create a functional identity, and 
also heal his disorientation. His hybrid identity is illustrated also through the fact that he 
invented many imaginary parents, such as such as Amina Sinai, Mary Pereira, Pia Aziz, Vanita 
or Ahmed Sinai, Wee Willie Winkie, Nadir Khan, Dr. Schaapsteker, Zulfikar, Picture Singh 
and William Methwold. This multiplication of parentage does not seem plausible, so it brings 
out Saleem’s state of being an orphan and a displaced person. However, Saleem seems rooted 
everywhere in the world, not only in places like India, England and Pakistan, but also in 
religions such as Islam, Christianity or Hinduism. Moreover, the hybridity of Saleem’s 
personality is showed also at the level of syntax, as the narrator introduces himself as 'Snotnose, 
Stainface, Sniffer, Baldy, Piece-of-the-Moon’ (Rushdie, 1991, 116). This line of metonymies 
emphasizes the fragmentariness of his identity; not only is the character made up of fragments, 
but so is his description. Because the line resembles a list or a catalogue, Rushdie stresses that 
Saleem has an encyclopaedic identity that tries to capture the whole universe, which in fact is 
also stated by the character himself: 

I am the sum total of everything that went before me, of all I have been seen done, of 
everything done-to-me. I am everyone everything whose being-in-the-world affected was 
affected by mine. I am anything that happens after I'm gone which would not have happened 
if I had not come. 

(Rushdie, 1991,440) 

Saleem’s claim that he is ‘the sum of everything’ emphasizes the chaos of the 
contemporary world and the fact that everything on this planet is related to everything. Rushdie 
introduces the concept of elephantiasis, seeking to reformulate the human identity. This 
metaphor intends to capture life in its totality. Saleem’s form of elephantiasis, however, can kill 
him - the narrator and its narrative are in a mutual relationship of proportionality. In this sense, 
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the death of the Saleem and the end of novel were getting closer simultaneously, exemplifying 
thus how the life of human beings is transformed into art. As he knows that he is falling apart, 
the narrator seeks to create for himself a significant personal identity, constantly making 
parallels between his personal life and Indian history - all of these connections are explained 
by the fact that he was born on the Independence midnight. The process of falling apart which 
he goes by is underlined several times by the Saleem as he is constantly saying that there is a 
‘hole in the centre of me’ (Rushdie, 1991, 192). Thus the protagonist, Saleem Sinai pictures the 
trauma of a fluid and hybrid identity as he is made up by fragments and had to adapt his identity 
in order to conform to the reality he lived in. The novel portrays the pain of the migrant, of 
Saleem who travels from one place to another, from country to country, not only physically, 
but also through his telepathic powers. 

The Enchantress of Florence draws another kind of diaspora. Rushdie introduced in the 
novel a white immigrant - Mogor dell’Amore - seeking to illustrate that it is not only a 
colonized person who suffers from this trauma of migration. From the very beginning of the 
novel, the reader learns that this is the story of a European who pretends to be the ambassador 
of England’s Queen, but then he changes his aim and claims saying that he is the emperor’s 
uncle, thus, a Mughal. He actually came to Sikri in order to seek for an identity, while 
simultaneously performing another, as the narrator says: ‘If he had a fault, it was that of 
ostentation, of seeking to be not only himself but a performance of himself as well, and, the 
driver thought, around here everybody is a little bit that way too, so maybe this man is not so 
foreign to us after all’ (Rushdie, 2008, 3). But first, he starts his identity performance under the 
name of an Italian, Ucello di Firenze. He uses his charm as a storyteller in order to remain on 
Scathach, the pirate ship of Lord Hauksbank. From the first pages of the novel, the instability 
of the character’s identity is revealed, making the reader also question the truthfulness of this 
name. The quest for an identity becomes the central theme of this work through Rushdie’s 
creative strategy of creating mystery and suspense. The instability of the traveller’s identity 
provides foundation for the uncertainty of other characters. In fact, the protagonist uses different 
names depending on the situation he finds himself in. Being at the Mughal court, Ucello di 
Firenze becomes Mogor dell’Amore, and introduces himself to Emperor Akbar as the 
ambassador of England. Although he pretends to have a letter of acceptance from the Queen of 
England, his identity is questioned when the crew of the pirate ship comes to arrest him because 
he had poisoned the lord. 

By assuming that he is a distant relative of Mughal Emperor Akbar, the European is 
not trusted by anyone at the court, being also considered a man from the West who came to 
weaken the powerful kingdom of the Mughals. The doubt was increased also by Father 
Acquaviva who revealed the fact that Mogor was not even a name, but a nickname, which 
means: ‘a Mughal born out of wedlock. It is a name that dares much and will offend many’ 
(Rushdie, 2008, 43). By assuming it he implies that he wishes to be thought of as an illegitimate 
prince. This affirmation made everyone at the court regard the traveller as untrustworthy, and 
consequently ask for his real name. However, when the traveller finally admits that he is 
Niccolo Vespucci, he is not believed, as Vespucci was a very well known Florentine name. 
Moreover, the people from the Mughal court realized that he combined two of the names of the 
three friends from his story - Niccolo il Machia and Agostino Vespucci. With so many lies 
behind, even the emperor accuses him of creating another fake identity as ‘a man who lies about 
his name will lie about much besides’ (Rushdie, 2008, 43). Mogor is thus a victim of an identity 
crisis. He adopts several names, depending on the situation in which he is, wearing thus a mask 
of convenience in order to conform to a certain context or environment. The quest of an identity 
becomes the central theme of the novel. In fact, just as the migrant does, he changes and adapts 
himself to the new community. The Enchantress of Florence also presents the experience of 
the emigrant. If Mogor is a migrant to the East, the Mughal princess Qara Koz is a traveller 
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towards the West. She left the Mughal Empire hoping for the best, as Argalia realized: ‘She 
comes here of her own free will, in the hope of forging a union between the great cultures of 
Europe and the East, knowing she has much to learn from us and believing too, that she has 
much to teach’ (Rushdie, 2008, 276). However she must face the problems that each migrant 
suffers from. The novel seeks to illustrate that both West and East accept the migrant at the 
beginning and afterwards reject them. Moreover Qara Koz is also known through other names 
- Lady Black Eyes, Angelica and Angelique - showing thus an ambiguous self and identity. 
The narrator presents the disintegration of the lost princess Qara Koz who because of „dreaming 
of finding her way back to her point of origin, of being rejoined to that earlier self, she was lost 
for ever’ (Rushdie, 2008, 418). 

Rushdie’s characters express the feelings that the author himself experienced and 
perhaps still feels while living in an adopted land. The characters are illustrative as victims as 
they were forced by the circumstances to act or think in a certain way. Saleem, for instance, 
believes that he is the child of India, and thus, his life is connected to the history of India. 
Moreover, throughout him, the narrator expresses the sufferings of the migrant - just like 
Saleem who has many parents, the migrant also has more than one home place. Omar also has 
a hybrid identity, as he feels rootless. He needs to adapt in society, but does not manage to do 
this because of his lack of education and his wicked morals. Both of them are characterized by 
the fact that they are victims, as they are powerless in deciding their life. However, the other 
main character, Mogor dell’Amore, can choose whatever identity he wants, he is also 
considered to be a victim as his identity is multiple, ambiguous and not coherent. Rushdie 
stresses the experience of the migrant in Shame, where he illustrates the feeling of not belonging 
or rather of belonging in more than one place: 

What is the worst thing about migrant peoples...? 1 think it is their hopefulness... And what is 
the worst thing? It’s the emptiness of one’s baggage. We’ve come unstuck from more than 
one land. We’ve floated upwards from history, from memory, from Time. 

(Rushdie, 1995, 91) 

Each one of the three characters taken under consideration suffers an identity crisis caused by 
displacement and rootlessness, although they try to come to terms with virtual or imaginary 
homelands. Their identities are fragmentary, fluid, hybrid and multiple, just as it is stated in The 
Enchantress of Florence: the human beings are always ‘bags of selves, bursting with plurality’ 
(Rushdie, 2008, 15). Rushdie managed to demonstrate throughout his novels that personal 
identity is the product of the chaos of the contemporary society characterized by globalization, 
border crossing and inbetweenness. 
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Crearea de continut digital, integrarea acestuia in colecfii §i baze de date, publicarea pe 
site-uri web, asigurarea securitafii si integritafii, intrefinerea acestuia sunt procese deosebit de 
complexe care necesita abordari manageriale diferite in funcfie de tehnologiile implicate, de 
nivelul de complexitate al aplicapilor, de nivelul conceptual de structurare §i de valorilicarc a 
continutului digital. Cand se vorbe§te de managementul continutului digital web se are in vedere 
faptul ca un continut digital al unui creator (persoana fizica sau structura institufionala) se 
integreaza intr-un context documentar §i informational mult mai larg, respectand regulile, 
normele §i standardele impuse de refelele de informare, documentare §i comunicare. Prin 
urmare, managementul unui asemenea continut digital are in vedere managementul 
infrastructurilor §i sistemelor informatice; managementul resurselor implicate, in special 
resursele umane §i financiare, managementul documentelor, managementul informatiei si 
managementul cunoa§terii. 

1. Managementul infrastructurilor §i sistemelor informatice. Infrastructurile §i 
sistemele informatice sunt proiectate §i implementate respectandu-se normele §i standardele 
specifice, astfel incat sa poata fi asigurate compatibilitatea si interoperabilitatea. Managemetul 
acestora se rezuma prin urmare, la asigurarea respectarii acestor standarde §i nonne §i la 
intrctincrca curenta astfel, incat sa fie cu adevarat infrastructura de informare §i comunicare de 
continut digital. 

2. Managementul resurselor umane §i financiare este determinant pentru cantitatea 
§i calitatea continutului digital publicat pe web. Resursa umana implicate in elaborarea §i 
publicarea de continut digital este de doua categorii: profesioniytii, specialiytii m domeniul 
informatiei (cuprinzand aici profesiile legate de producerea, prelucrarea, comunicarea, 
utilizarea, arhivarea resurselor informaponalc §i documentare, incluzand implicit §i TIC 
folosite) si persoane de alteprofesii, dar care folosesc TIC in activita(ile lor curente, producand 
§i utilizand continut digital. Managementul resurselor umane are in vedere formarea 
profesionala pe meseriile, profesiile din domeniile Stiintclor Informarii si Comunicarii §i 
Tehnologiei Informafiei §i Comunicarii, precum si instruirea oricarui tip de personal implicat 
in activitafi care presupun folosirea de aplicafii informatice specifice. 
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Din punctul de vedere al managementului resurselor financiare, sunt avute in vedere 
costurile inipale de constituire si disponibilizare a resuselor digitale, costurile pentru digitizari 
ulterioare ale documentelor care se vor adauga colecpilor deja digitizate, precum si costurile de 
sustenabilitate, de exploatare pe termen mediu si lung a conpnutului digital. 

Costurile initialc se refera la: achiziponarea de echipamente; achiziponarea de software; 
instruirea personalului; costuri aferente spapilor de desfa§urare a proceselor; costuri de 
administrare a bazei sau bazelor de date; costuri de publicare si valorificare al resurselor 
digitale; costuri aferente dobandirii dreptului de proprietate intelectuala §i a celui de difuzare; 
costuri pentru extemalizarea digitizarii documentelor (cand se opteaza si pentru aceasta 
solupc); costuri specifice sau eventuale costuri neprevazute. Asigurarea sustenabilitapi 
financiare a conpnutului digital se bazeaza pe diferite modele economice precum[l]: 

- Susfinere financiara prin bugetul propriu al institufiei care dezvolta conpnut digital. Toate 
eforturile instituponale, bunele practici dobandite, formele de colaborare intre diverse institupi 
pe aceasta tema due inevitabil spre elaborarea de strategii, programe care sa includa cat mai 
multe institupi §i ajung pana la strategii §i programe regionale sau naponale care suspn 
elaborarea §i publicarea de conpnut digital. 

- Suspnere financiara prin programe naponale p internaponale, prin granturi p proiecte. 
Proiectele derulate in cadrul programelor naponale sau europene constituie o sansa pentru 
institupi de a rezolva o serie de probleme legate de digitizare §i transpunere in mediul digital a 
unei parp insemnate din activitatea lor. 

- Suspnere financiara prin parteneriate public-public sau public privat. Parteneriatele Public- 
Public si Public-Privat (PPP) pot avea un rol important in suspnerea digitizarii patrimoniului 
cultural §i in publicarea acestuia online. Asemenea parteneriate implied fonduri, tehnologii 
hardwere, software, expertiza de digitizare in masa. In parteneriatul Public-Privat pentru 
digitizarea resurselor documentare din patrimoniul cultural §i §tiinpfic al bibliotecilor se 
identified trei parti: doi parteneri direct implicap in digitizarea §i disponibilizarea documentelor 
§i un partener indirect identificat ca fund tituarul drepturilor de autor §i/ sau al drepturilor 
conexe. Parteneriatele Public-Privat in care sunt implicap parteneri comerciali constituie o 
oppune in cazul digitizarii de masa. 

- Autofinanfarea - o components a asigurarii sustenabilitapi pe termen mediu p lung a 
conpnutului digital. Pentru conpnutul digital se poate oferi acces cu plata. Venitul obpnut poate 
reveni celui care a realizat investipa sau poate fi destinat asigurarii sustenabilitapi proiectului 
prin intrepnerea si dezvoltarea acestuia. Autofinantarca este un model economic rentabil doar 
in cazuri excepponale, precum marii editori comerciali sau furnizorii specializap in servicii 
digitale. 

3. Managementul documentelor electronice reprezinta ansamblul de proceduri, operapi §i 
tehnici care au in vedere controlul, pe toata durata de existenja a documentelor electronice intr- 
un sistem informatic sau intr-o institupe organizape, a crearii, achiziponarii, utilizarii, 
accesului, arhivarii, pastrarii si asigurarii autenticitapi si integritapi[2] acestora. Managementul 
documentelor are in vedere atat documentele electronice publicate pe Internet, cat si 
documentele electronice interne ale unei institupi. 

Managementul documentelor se realizeaza prin sisteme informatice de gestiune a 
documentelor si a bazelor de date. Exista sisteme informatice specializate pe tipologii 
documentare sau pe domenii de activitate. De exemplu, bibliotecile utilizeaza sisteme 
informatice specializate pentru gestiunea documentelor de biblioteca §i a proceselor implicite. 
Un sistem integrat de biblioteca reprezinta un sistem informatizat care dispune de o baza de 
date centrala gestionata cu un software specializat, prin intermediul caruia se asigura toate 
funepile specifice unei biblioteci: selecpa si achizipa documentelor, evidenta, catalogarea si 
indexarea documentelor, servicii bibliografice si de referinje, schimbul naponal §i internaponal 
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de publicajii, transferul de informajii catre alte sisteme, cvidenta si gestiunea utilizatorilor etc. 
Exemple de softwere de biblioteca: ALEPH 500, VUBIS, ALICE, DYNIX[3]. 

Managementul documentelor electronice din institujii se realizeaza prin sisteme de 
gestiune electronica a documentelor (GED) sau prin sisteme de gestiune electronica a 
documentelor §i informatiilor existente (GEDIE). In ambele cazuri se vorbestc de acccasi 
tehnologie §i de accleasi solujii. GED (sau GEIDE) este un ansamblu (integrat sau nu) de 
sisteme informatice de institute in care sunt dezvoltate modular funcjiile de gestiune, 
prelucrare, utilizare, circulate, arhivare - funcjii care insojesc aplicajiile si programele de 
birotica, de gestiune sau de prelucrare a documentelor. Necesitatea gestionarii electronice a 
documentelor a determinat numeroase firme specializate in dezvoltarea de sisteme de informare 
sa realizeze sisteme informatice dedicate gestionarii documentelor electronice, sisteme de 
arhivare, sisteme de clasificare §i conservare a dosarelor. Asemenea sisteme sunt sisteme 
integrate proceselor de munca. Programele informatice realizate permit gestionarea 
ansamblului unui ciclu documentar, adica toate fazele din via(a unui document, de la crearea 
pana la conservarea sa (avandu-se in vedere §i prelucrarea, circulajia, accesul, utilizarea sa). 
Asemenea sisteme sunt baze de date centralizate sau descentralizate care au in vedere sa 
satisfaca cat mai precis procesele de afaceri si sa controleze si sa sustina contextul activitajilor 
§i funcd ilor organizapci intr-o maniera care sa sprijine toate acjiunile acesteia. GED permite 
utilizarea funcfiilor de baza pentru gestiunea documentelor, dar se integreaza mai pujin in 
procesele de munca ale organizapci. GEIDE permit integrarea in procesele de munca ale 
organizatiilor, astfel incat, in ceea ce prive§te documentele administrative si de secretariat, 
documcntapile (sau orice alt tip de document gri) si loti angajatii unei organizapi pot deveni, in 
context electronic, creatori de documente in spajiul lor de lucru[4], 

Managementul documentelor este atat in serviciul comunicarii interne, cat si al 
comunicarii exteme, prin intermediul tehnologiilor Internet (care permit realizarea de site-uri 
Web) §i Intranet (realizarea de portaluri de institute care sa contina ansamblul de aplicajii si 
surse documentare ale organiza(ici). Este necesar sa se dispuna de solupi care sa permita o 
gestionare consolidate a tuturor fisierclor de in formal) i ale unei institujii intr-un referential unic 
§i centralizat. Gestiunea documentary contribuie la realizarea de sisteme de gestionare a 
continutului: ECM - Entreprise Content Management - care desemneaza tehnologiile destinate 
a produce, achizipona, gestiona si difuza intreg continutul digital al unei institupi (documente 
structurate sau semistructurate). 

Evoluand spre gestiunea de continut, managementul documentar evolueaza, de fapt, 
spre managementul informatici sau spre un nivel superior, reprezentat de managementul 
cunoastcrii. 

4. Managementul informa(iei se refera la toate procesele, practicile §i tehnologiile care 
stau la baza crearii, prelucrarii, utilizarii, valorilicarii si arhivarii informatici. Managementul 
informatici are in vedere continutul informational, §i nu doar documentul si implica acest 
continut infonnational, procese, tehnologii si resursa umana, intr-un context de informare, 
documentare §i comunicare institutional, dar §i Internet[5]. De fapt, managementul informaliei 
este un concept in care se regasesc diferite modele de organizare a informatiei, diferite sisteme 
de gestiune a acesteia, diferite modalitati de evaluare si valorilicarc a acesteia, diferite modele 
economice de functionare etc. Problematica managementului informatiei deriva din numarul 
mare de sisteme informatice de management al informatiei, din absenta sau slaba coordonare a 
acestora, din diferentele tehnologice si de performanta dintre acestea, varietatea tipologiei 
informatiei §i calitatea acesteia din punctul de vedere al capacitatii de gestiune de catre 
sistemele informatice, din relatia intre managementul informatiei la nivel institutional si 
managementul informational la nivelul retelelor informatice. 

Imprecizia in definirea managementului informatiei este cauzata, pe de o parte, de 
didcultati de stabilire a continutului semantic al sintagmei si pe de alta parte, de multitudinea 
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de termeni utilizati pentru denumirea sistemelor de informare existente pe piaja de specialitate. 
Sunt intalnite urmatoarele sisteme informatice care gestioneaza continut informational[6]: 

- Content management system (CMS), asigura crearea, managementul, distribuirea, 
publicarea, regasirea resurselor informajionalc; 

- Web content management (WCM), asigura managementul unui continut digital 
publicat de o institute pe website sau pe Intranet 

- Document management system (DMS), asigura managementul documentelor 
electronic e la nivel institutional; 

- Records management system (RMS, asigura managementul rcfcrintclor despre 
documentele fizice §i electronice la nivel institutional, fund mai mult o evidenja a acestor 
resurse; 

- Digital asset management (DAM) system, asigura managementul obiectelor digitale 
(text, imagine, audio, video) dintr-o institute; 

- Brand management system (BMS), este similar Digital asset management (DAM) 
system, dar asigura managementul doar pentru materialele promotionale, de brand si de 
publicitate ale institu(ici; 

- Library management system (LMS), sisteme specializate doar pentru asigurarea 
managementului functiilor §i serviciilor de biblioteca; 

- Digital imaging system (DIS), sisteme specializate in realizarea de versiuni PDF sau 
TIFF a documentelor pe hartie; 

- Learning management system (LMS), sisteme specializate in asistarea §i sprijinul 
procesului educational; 

- Learning content management system (LCMS), sisteme specializate care combina 
competentele Content management system (CMS) cu ale Learning management system (LMS) 
§i care stau la baza platformelor de e-Leaming; 

- Geographic information system (GIS), sisteme specializate pe managementul 
localizarilor spajialc precise la nivel global sau al anumitor arii gcogralicc. 

Managementul informa(iei poate armoniza facilitajile oferite de aceste sisteme 
informatice in scopul asigurarii eficienjei si calita(ii resurselor informationale publicate in 
spa(iul Internet. 

5. Managementul cunoa§terii este dificil de definit cu precizie. Exprima abilitatea de 
a gestiona cunoastcrca intr-un demers de informare, economic sau social. Managementul 
cunoastcrii are in vedere si documentul si informa(ia, dar nu ca entitafi separate, ci integrate in 
procese cognitive, documentare, tehnologice. Prin urmare, poate fi definit ca totalitatea 
proceselor care guverneaza crearea, prelucrarea, diseminarea §i utilizarea cunoastcrii[7], 
Cunoastcrca este considerate cea mai importanta resursa in toate domeniile de activitate, 
intrucat, alaturi de informajie, include §i demersul cognitiv §i procesele aferente care contribuie 
la realizarea unui produs intelectual sau material. Cunoastcrca sintetizeaza “ce este” §i “cum se 
face” “ceva”. Utilitatea managementului cunoastcrii este evidenta in domeniul cercetarii 
aplicativ, care se finalizeaza cu transfer tehnologic. 

Managementul cunoastcrii se poate realiza prin aplicajii informatice care au in vedere 
etapele de analiza si evaluare a cunoastcrii, planificarea proceselor specifice, implementarea 
tehnologiilor §i sistemelor informatice aferente. 

Utilizarea de continut digital in activitajile curente, precum §i publicarea pe site se 
realizeaza in bune concli(ii, daca sunt injelese §i asumate toate implicatiilc de gestionare §i 
administrare a resurselor implicate, fie ele tehnologice, financiare sau umane. Continutul digital 
propriu-zis se gestioneaza prin sisteme §i aplica(ii specifice fie ca este vorba de documente, date 
§i informajii, fie de procese. 
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Abstract: The paper entitled “A Stylistic-Cognitive Approach to Wilfred Owen ’s Poems about the War ” 
tackles the issue ofWWIfrom a twofold cognitive and stylistic perspective. It was Owen’s preoccupation 
with rendering his war experience both in a realistic and artistic manner that has conviced us of the 
opportunity to approach his poetry from a stylistic perspective. On the other hand, Owen’s experience 
of the Front will be also cognitively approached by us, via Soja’s Thirdspace, precisely because the poet 
seems to be mostly concerned with a ’’strategic aw’areness of this colectivelly created spatiality ” - the 
Front and its socio and psycho-cognitive consequences. 

Keywords: war, Thirdspace, Soja, Owen, Bachelard 


Wilfred Owen, born at Oswestry, a Welsh town in Shropshire, on the 18th of March 
1893, has still been associated with the Liverpool Poets and the Beatles - “the two great anti¬ 
war icons of modem times” (Cuthbertson, 17). His association with Liverpool rests on his 
father’s career when the family moved, for a short time, to Shrewsbury, and then settled in 
Birkenhead, regarded by many people as part of Liverpool. 

Cuthberston’s biography of Owen expands upon his birthplace, his childhood, his 
education received at Shrewsbury Borough Technical School, his lower middleclass extraction 
which, due to financial issues, did not allow him to be educated at Oxford. Instead of Oxford, 
he was educated at Reading University College in Dunsden, where he first worked as lay 
assistant to the Rev. Herbert Wigan. During his training period in Dunsden, he bought books 
and considerably improved his knowledge of Keats, Shelley, Tennyson, being mostly attracted 
by the dead writers than by the modern ones. 

Beginning with September 1913, he came to France intending to teach English at the 
Berlitz School. It was here that Owen became committed to escape and poetry. Owen was in 
France when the First World War began, and Germany declared war on France. It was then that 
Britain “entered into war with Germany” (Cuthbertson, 91). In October 1915, back in England, 
he decided to join the 2 nd Manchesters and make for the front. 

Besides the Romantic poets Keats and Shelley who have greatly influenced his writings, 
it is Housman’s poetry that seems to have influenced some of Owen’s poems about the war, 
such as “Disabled”, “Anthem for Doomed Youth” and “The Send-Off’ (Cuthbertson, 155). 
Many poems belonging to Housman’s “A Shropshire Lad” are focused on the idea that “death 
was imminent”. 

In spite of the feeling of the immanence of death, associated with the war experience, in 
1916, Owen was much concerned with leaving for Egypt with the Flying Corps. The Shropshire 
soldiers doing their duty and dying in Egypt are poetically described by Owen in two strongly 
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articulated lines. “And the Nibe spills his overflow/Beside the Severn’s dead” (in Cuthbertson, 
157). He left the Flying School in Cairo and went further up the Egyptian coast, up to 
Fleedwood, where we was in charge of a firing party (Cuthbertson, 157). There, his basic 
concern was for the less educated and less prepared soldiers from the lower ranks, who were 
facing the cruel realities from the battlefields. 

However, Owen did not spent too much time in Egypt and decided to make for the 
Western Front in France. It was the 2 nd Manchesters that he joined at Hallow, in the vicinity of 
the river Somme. He described this experience as being “let down, gently, into the real thing, 
Mud” (Cuthbertson, 159). Surrounded by mud, he kept complaining that in spite of the fact that 
he was “perfectly well and strong”, he realized how “unthinkably dirty and squalid” he was (in 
Cuthbertson, 159). 

Such considerations on his mental and physical condition reveal Owen’s self released 
into the awareness of what front life is like, namely not having any possibility of washing and 
being obliged “to keep out the water” (Cuthbertson, 159). The overwhelming mud and fdth 
made the soldiers look “bent double, like old beggars under sacks, / knock-kneed, coughing like 
hags” (in Cuthbertson, 159). 

Actually, the small attacks undertaken by the British in the Somme area, meant to 
suggest a major attack in the region in the spring (Cuthbertson, 159), were Owen’s “first 
experiences of fighting” (160). 

Owen increasingly felt the need to reveal the truth regarding the atrocities of war from 
the perspective of someone who survived and who sorrowfully recollected what happened. One 
of the most dramatic experiences has been rendered in the poem “The Sentry” which depicts 
how “one lad was blown down” and “blinded”. 

Thud! Flump! Thud! Down the steep steps came thumping 
And sploshing in the flood, deluging muck, 

The sentry’s body; then his rifle, handles 
Of old Boche bomb, and mud in ruck on ruck. 

We dredged it up, for dead, until he whined, 

‘O sir - my eyes, - I’m blind, - I’m blind, - I’m blind’. 

What we notice here is Owen’s natural rhetoric filled up not with invented things or emotions, 
but with real, experiential aspects of life. In order to create “a climate of opinion” (Howard, 
335) regarding such issues, Owen uses onomatopoeic words such as “thud”, “flump”, to suggest 
the outer and audible effects of the “steep steps”, “sploshing in the flood”, “deluging muck”. 

The audible effects are further increased by the visible agony of the sentry’s body and 
mind. Susan Sontag claims that “the discovery of the self’ equates with “the discovery of the 
suffering self’ (Howard, 350), in the modern consciousness and, as such, Owen’s concern with 
modem consciousness resounds in the stylistic patterns, for instance the rhyming pair 
“muck/ruck”. The latter is comprised in the syntagm “mud in ruck on ruck” suggesting the 
ethical dimension of his poetry. 

The second rhyming pattern “whined/blind” suggests the confrontation between the 
chaos alluded to and the need for imposed order, in the sense of depicting the true condition of 
those apparently dead in order to comfort and sympathize with them. It is Owen’s concern with 
rendering his thoughts both in a realistic and artistic manner that has convinced us of the 
opportunity to approach his poetry from a stylistic perspective. 

The verbal structure “I’m blind”, repeated thrice, crystallizes Owen’s polar involvement 
with the size of such psychological catastrophies. By quoting Alex Katz who said that “the size 
is intimate, but the scale is vast” we assume that Owen experienced, on the one hand, the 
accommodation of the feeling of catastrophe and, on the other, the indulgence of self-pity for 
having to attend to such experiences (Howard, 351). 
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Since the poem is focused on drowning, Owen informed his mother that he nearly broke 
down and let himself drown in the water after having taken part in the dramatic experience of 
the sentry’s going blind. And yet, he surpassed self-pity and the tendency to self-destruction 
and survived precisely to “speak for the dead” (Cuthbertson, 161). 

The exploration of the Front can be cognitively approached, as well, via Soja’s 
Thirdspace. It comprises the Firstspace of objects, the Secondspace of thought and the 
Thirdspace of experience, the last being constructed around the First and the Second spaces 
perceived as simultaneously “real-and-imaged” places of individual and collective experience 
(Soja, 3). In our opinion, Owen’s preoccupation with social and political spatiality is largely 
embodied in various concrete representations of the Front itself, namely the mud, the trenches, 
the rifles, the bombs. 

Even more than that, Owen seems to be mostly concerned with “a strategic awareness 
of this collectively created spatiality” - the Front - and its “social” and psychological 
consequences (Soja, 1). This brings us closer to Soja’s Secondspace of thought. Owen, exactly 
as Soja, is constantly contemplating “the spatiality of human life” revealing life’s “intrinsic 
historical and social qualities” (Soja, 2). Moreover, Owen never thought “that war is not 
horrific” (Cuthbertson, 161). 

Sociality, which is strongly related to the Thirdspace of experience, can be commented 
upon through his military involvement prior to the Western Front. He was familiar with the sick 
and dying soldiers in Dunsden, had been trained as concerns military issues for over a year, had 
noticed and pitied many wounded soldiers that returned from the Boer War to the Mersey ports 
(Cuthbertson, 161). 

Owen had actually joined the Front after “two and a half years of trench warfare” (161). 
And yet, as his poetry clearly reveals, the experience of war was completely different from his 
previous training and social and military involvement. Paradoxically speaking, Owen’s 
previous attitude to war involved an intense awareness of “the visual beauty” (Cuthbertson, 
162) of it. For instance, he had once intended to be part of the Italian cavalry thinking that he 
would look handsome on horseback in a genuine Italian landscape. According to Cuthbertson’s 
biography of Owen, he had imaginatively contemplated death, never dreaming “of dying in a 
landscape like the Western Front” (162). 

The poem entitled “Dulce et Decorum Est” reveals the opposite of his previous attitude 
to war, namely the ugliness and dramatism of the trenches. 

Gas! Gas! Quick, boys! - An ecstasy of fumbling, 

Fitting the clumsy helmets just in time; 

But someone still was yelling out and stumbling, 

And flound’ring like a man in fire or lime ... 

Dim, through the misty panes and thick green light, 

As under a green sea, I saw him drowning. 

In all my dreams, before my helpless sight, 

He plunges at me, guttering, choking, drowning. 

If in some smothering dreams you too could pace 
Behind the wagon that we flung him in, 

And watch the white eyes writhing in his face, 

His hanging face, like a devil’s sick of sin; 

If you could hear, at every jolt, the blood 
Come gargling from the froth-corrupted lungs, 

Obscene as cancer, bitter as the cud 

Of vile, incurable sores on innocent tongues, - 
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My friend, you would not tell with such high zest 
To children ardent for some desperate glory, 

The old Lie: Dulce et decorum est 
Pro patria mori. 

All the metaphorically charged nouns are instances of historical and social spatial 
characteristics: gas, helmets, fire, panes, sea, wagon. This Firstspace of objects is further 
enlarged upon and deepened through its association with various experiential instances related 
to profound psychological states. All are carried out from ordinary tenors into strong emotional 
vehicles revealing the essence of Owen’s philosophy of the world. 

Present and past participles best render “the imaginative aspects of reason” (Lakoff, 9), 
because they are part of extended mental images. For instance “ecstasy of fumbling”, “yelling”, 
“stumbling”, “floundering like a man in fire”, “drowning”, “guttering”, “choking”, “eyes 
writhing in his face”, “hanging face”, “blood come garling from the froth-corrupted lungs”, are 
means of individualizing suffering and of establishing some sort of “unity” among “place, time 
and action” (Bachelard, 174). 

Bachelard quotes Michel Leiris and claims that you can identify within some words, 
“some intimate movement” (174). It is here that cognition and perception go hand in hand. The 
present and past participles suggest an inner drama and help us enter a highly qualitative space, 
animated by the need to survive. 

The ethical dimension resounds through the previously mentioned metaphorically 
charged linguistic patterns meant to help us contemplate some intimate experience which turns 
into one with vaster and more profound psychological and national connotations. 

A phenomenological reading of the poem reveals the ephemeral being, fighting for the 
country, dying for her. And yet, the metaphysical aspect arises precisely from this level of the 
image (Bachelard, 246), because the spiritual dimension is closely related to the space of the 
front and its overwhelming dramatic experiences. Bachelard claims that to “genuinely live a 
poetic image means to acknowledge the becoming of a particular human being, the awareness 
of the disturbance of the being” (248, our transl.). 

Stylistically speaking, the rhyming couplets well render the psychological dimension of 
the poem: “fumbling/stumbling”, “time/lime”, “light/night”, “pace/face”, “in’Vsin”, 
“blood/cud”, “lungs/tongues”. The pure dramatic tonality of the poem arises from the last four 
lines directly related to the conditional structure inserted in the ninth line and extended upon in 
the rest of the stanza which represent an accumulation of auditory and visual images, 
sequentially preparing the reader for the ontology of death. 

“If in some smothering dreams you too could ... watch the white eyes writhing in his face / his 
hanging face ...” 

“If you could hear the blood / come garling ...” 

As concerns the conclusive last four lines, we notice “an evasion of imagination” 
(Bachelard, 243). “My friend, you would not tell with such high zest / To children ardent for 
some desperate glory, / The old Lie: Dulce et decorum est / Pro patria mori”. Such lines record 
the dialects “glory - death” which reveals a confused world unable to “reach its centre again” 
(Bachelard, 242), due to the fact that everything changed during and after the war. 

Owen himself went through the “near - death” (Cuthbertson, 165) experience depicted in the 
poem entitled “Exposure”. It depicts life in the trenches where the soldiers were permanently 
facing frostbite and death. Owen deals with “human realities” (Bachelard, 238) and, as such, he 
does not refer to “impressions” in order to render them concrete. 

He lived those realities in “their poetic and psychological vastness” (Bachelard, 238). It 
is the first line that articulates the poet’s sensitivity to suffering and the perilous frost: “Our 
brains ache, in the merciless iced east winds that knife us”. Following Paul Eluard’s 
terminology, we opine that this line in the expression of “spatialized thinking”, or, as Lakoff 
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would put it, “thinking embodied” in psychologically charged images of the aching brains and 
of the knifing east winds. The vowel “i” echoes the poet’s disturbed and dislocated self. 

The next two lines are characterized by the dialectics of “silent” and “salient”, of death 
and life through a series of images which establish a certain order regarding the positive and 
negative poles. 

Wearied we keep awake because the night is silent ... 

Low, drooping flares confuse our memory of the salient. 

The poet’s nightmare is “simple” and “radical” (Bachelard, 245) and it resounds in the 
following line: “Worried by silence, sentries whisper, curious, nervous”. 

The repetition of the word “silence” in the two constructions: “the night is silent”, where 
it is predicatively used, and in “worried by silence”, fully charged with nominal psychological 
connotations, brings us closer to another dialectics, that of “outside-inside” (Bachelard, 239). 

“The night is silent” partially sums up the “ontological” (Bachelard, 241) aspect of the 
problem, placing the human being in an externalized background. Owen expands upon the 
dialectics of “outside-inside” in “worried by silence”. Paradoxically, the disturbing trench noise 
turned into silence is tormenting the soldiers’ minds. “Outside and inside” have become 
“intimate” issues, being equally painful. 

The second part of the fourth line “sentries whisper, curious, nervous” suggests an 
intimate space characterized by tension. The last line “But nothing happens” suggests that the 
outer space is chaotic as if the soldiers were deprived of any certitude regarding possible 
frightening events that might occur and take them by surprise. 

Fear and “pity of war” (Cuthbertson, 166) are further depicted in another stanza from 
the poem entitled “Exposure”, connecting them to the cause proper, the war. 

Tonight, this frost will fasten on this mud and as, 

Shriveling many hands, puckering foreheads crisp 
The burying-party, picks and shovels in shaking grasp 
Pause over half-known faces. All their eyes are 
ice / But nothing happens. (Cuthbertson, 166) 

The outer space is cognitively well rendered via what Soja’s called the Firstspace of objects - 
“mud”, “frost” - associated with parts of the human body: hands, foreheads, faces, eyes, offering 
a real lesson of “ontological extension” (Bachelard, 244). 

The dialects of “outside-side”, approached by us via Bachelard’s aesthetics and Soja’s 
Thirdspace, can be further commented upon via Spinoza’s concept of “mode”, defined by him 
by the state of the matter, conditioned not by its inner essence, but by exterior influences” (217, 
our trans.). 

The ontological dimension of Owen’s poetry can be further extended upon via Soja’s 
Secondspace of thought and his Thirdspace of experience, the latter encapsulating the 
previously mentioned First and Second spaces. Thinking is best rendered by verbs, precisely 
because Owen contemplates the war events and describes them in terms of real actions. 

The participial constructions “shriveling”, “puckering” associated with “hands” and 
“foreheads” reveal the ontological nightmare of the poet. The present tense simple of the verbs 
“pick” and “shovel” associated with the “burying party” depicts the nightmare through 
aggressive verbs meant to suggest the lowest degree of unity between the living and the dead. 
The line “Pause over half-known faces. All their eyes are ice” suggests the ephemeral character 
of the world. 

The stylistic connotations of “eyes are ice” arise from the repetition of the diphthong 
/ai/ creating an intensively negative sonority. Since /ai/ represents the phonetical representation 
of the “self’, through repetition, it suggests the poet’s lamentation that grants to the spiritual 
the status of an intensively involved entity regarding a space where dramatic events take place. 
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Apparently, spirituality and “musicality” are ’’openly resisted” (Schneider, 97) in 
Owen’s poetry. Schneider, in her approach to the “Music” of Banville’s novels, quotes Rudiger 
Inihof and his syntagm taken from Beckett’s Mollow where he states that he appreciates the 
magic and the music of the words” which, he claims he “would be a fool to try and explicate” 
(106). We have constantly focused on the music of Owen’s words, and, contrary to Beckett, we 
have tried to explicate it because sound has been regarded by Perrine as a means of increasing 
and emphasizing meaning. 

The complete phonetical transcription of “eyes” and “ice”, namely /aiz/ and /ais/ which 
creates a surprisingly intense inner rhyming couplet, can be further commented upon resorting 
to Owen’s “religious upbringing”. Mud “as a form of baptism”, the Front like Dante’s 
Purgatorio, “the Bible’s Sodom and Gomorrah”, “Babylon” and even Hell (Cuthbertson, 166) 
sends us to another rhyming couplet “Hell/shell” from the poem “Cramped in that Funneled 
Hole” (317). 

Owen’s childhood interest in astronomy and cricket can be also encountered in the poem 
“The Show” where he depicts “a sad land, weak with sweats of dearth, / Grey, cratered like the 
moon with hollow woe” (Cuthbertson, 167) or in the poem “No Man’s Land” where the German 
trenches look “like a crowd moving off a cricket field” (Cuthbertson, 167). Moreover, his 
archeological concerns can be found in “Dulce et Decorum East” where “a bandaged soldier” 
looks like a “mummy” or in an unfinished, untitled poem focused on digging, soil and eternal 
soul: 

As bronze may be much beautified 
By lying in the dark damp soil, 

So men who fade in dust of warefare fade 
Fairer, and sorrow blooms their soul. 

The rhyming couplets “beautified/fade” and “soil/soul” depict, through the created 
oppositions, a particular sonority which is charged up with rigidity within the former rhyming 
pair and with warmth, in the latter, both offering an embryo of recollection and daydreaming. 

Owen’s war experience came to an end in March 1917 when he fell down a well at 
Bouchoir, was hit on the back of his head, and spent a lot of time in hospitals to recover himself. 
The time spent in hospital has been pragmatically depicted in the poem “Conscious”: 

His fingers wake, and flutter; up the bed. 

His eyes come open with a pull of will, 

Helped by the yellow mayflowers by his head. 

The blind-cord drawls across the window-sill ... 

What a smooth floor the ward has! What a rug! 

Who is that talking somewhere out of sight? 

Three flies are creeping round the shiny jug ... 

‘Nurse! Doctor!’ - ‘Yes, all right, all right.’ 

But sudden evening blurs and fogs the air. 

There seems no time to want a drink of water. 

Nurse looks so far away. And here and there 
Music and roses burst through crimson slaughter. 

He can’t remember where he saw blue sky ... 

The trench is narrower. Cold, he’s cold; yet hot - 
And there’s no light to see the voices by ... 

There is no time to ask ... he kn ows not what (Cuthbertson, 172). 

Besides the oppositions “outside-inside” and life-death, in Owen’s poetry, there arises 
the difference between the Old Testament and the New, revealing his intense preoccupations 
with the spiritual. The poem “Soldier’s Dream” depicts Jesus the pacifist who brings the war to 
an end: 
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I dreamed kind Jesus fouled the big-gun gears, 

And caused a permanent stoppage in all bolts; 

And buckled with a smile Mausers and Colts, 

And rusted every bayonet with His tears” (Cuthbertson, 174). 

Such an image is an embryo of virtual awakening without which we are not allowed to 
enter the realm of positive thinking and recollect the past. 
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ENGLISH FRANCA AND ITS ANGLICIZATION SIDE EFFECTS 


Violeta Negrea 

Prof., PhD, Academy of Economic Studies, Bucharest 


Abstract: The present project recommends English Franca usage and teaching as a process rather than 
a product by raising cultural awareness through linguistic accommodation and meaning negotiation. 
Language Franca instruction aims the achievement of mutual understanding, rather than convergence 
of the language standards and norms. The debate focuses on the primary position of English Franca 
and its Anglicization side-effects phenomenon assisting global knowledge, technology development and 
communication. 


Keywords: effectiveness of language communication, anglicizing process, language competition, 
language education, technology development 


Linguistic, Social, Political and Technological Dimensions of English Franca 

While British and American English represent specific cultural characteristics, English Franca 
has the effective communication potential in terms of cross culture environment. It also matches 
the information transfer and knowledge development needs and makes the acquisition of the 
cross-cultural competence non dependent to a culture-specificity of thought and behavior. 
English Franca innovative linguistic forms are able to promote cognitive flexibility and 
knowledge development. 

The educational needs are more and more catered online which is convenient for a wide range 
of students of all ages to update their knowledge and language skill level. The access to 
professional information through language competence makes online education handy in 
achieving growth as professionals, as long as students can also pursue an online degree and 
work and earn their living at the same time. Nowadays, professionals are obliged to follow 
mandatory lifelong learning to keep pace with the research and developments in their field. 
They need to update themselves on the new developments in their profession, to learn new 
techniques of practice, improve old ones, or they need to re-train to change their job. 

The acquisition of language skills can promote workforce achievement and preparation for 
global competitiveness and education equity (Lee; Fraad: 1998) by fostering economic and 
social excellence through the equal access to information and effective professional and human 
communication. In today’s world, language education has become a sine-qua non condition to 
the continuous strives for economic and social development of any nation. 
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Anglicization Side Effects Reaction 

The natural tendency of the non-English words to undergo the process of anglicizing 1 
corresponds to the wide spread of English as English Franca. They can change pronunciation 
and even their Latin alphabet spelling to make them more familiar to native and non native 
English speakers. The process is nowadays so strong that even the computer language programs 
are set to make corrections to those words which have been already anglicized. 


The phenomenon is considered to belong to the socio-linguistic science. Lachman 
Khubchandani developed his own vision on the global extension of developed languages that 
we reconsider for the global extension of English as Franca. (1984) The following table makes 
the linguistic phenomenon frame the English native speakers tendency to make their 
pronunciation more appropriate to their own linguistic environment and the non-native speakers 
accept and even encourage it, as it makes them feel closer to the strength of the English speaking 
nations, as members of their family. 


Dimension 


Ecological utilization 


development 


Economic/social 
legitimization 

Projectional Graphization 
Literature Medium of education 
T echnologization 


Developed languages 

Wider communication/ 

dominant world languages 
Standard languages 


communication 

/science 


Under-developed/ 
developing languages 
Languages limited to a region 
(national, local languages) 
Standard/non standard 

varieties, limited area culture 
Colloquial 'bazaar' languages 
Languages not extended for 
technological tasks 


suitable for 
technology 
development 

Historical names of personalities have been subject to anglicization process since Renaissance 
times. The widespread cultural movement brought in the taste for Greek and Latin classics 
research and study. Some of them were brought to life by English translations that made them 
subject to anglicization linguistic process. The transliteration and the anglicized pronunciation 
made the Greek Aristoteles turn into Aristotle and the Roman emperor Hadrianus turned into 
Hadrian. European royal personal names were also adapted to the English language specificity. 
Royal names like Carlos, Carol, Karoly, Karl turned into Charles, and Friedrich; Fredrik into 
Friedrich; Fredrik, or Jacob into James. 


The linguistic phenomenon attached to the immigration first wave in the newly discovered 
America is manifest in the competition among the French, Dutch and German colonists. Their 
names given the places they occupied were gradually transformed into anglicized ones, La 
Nouvelle Orleans into New Orleans, and New Amsterdam into New York. 


The Anglicization process went on in the time of the industrial revolution and the British 
Empire worldwide development. The linguistic phenomenon was favored by the occupation of 
the colonial territories and also by immigration of the English speaking people in the 18 th , 19 th 
and early 20 th century. The phenomenon was also encouraged by the boat liners development 
comfort capabilities which made the English speakers travel easily in remote places like 
America and Asia. Milano turned into Milan, or Kobenhavn into Copenhagen, Den Haag into 
The Hague. 

The linguistic phenomenon applies easily to the languages using the Latin alphabet, as in: 
Bucure§ti which turned into Bucharest, or simply Bucarest. 


1 To make English or similar to English in form, idiom, style or character http://www.thefreedictionarv.com/Anglicizing 
retrieved on January the 23th 2017 
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As for the languages using non Latin alphabets, transliteration is often used which adapts the 
name of the cities to the Latin standards and British pronunciation. Specific signs are normally 
added to encourage native language pronunciation. 


Original towns names 
sjAlill Al-Qahira 

35’I^le 

AGqva 

CaiiKT-ncTcpoypr 

MocKBa 

Eeorpafl 

Lisboa 


Anglicized towns names 
Cairo 

Chongqing 

Shijiazhuang 

Kyoto 

Athens 

Sankt-Petersburg 

Moskva 

Beograd, Belgrade 
Lisbon 


After the WWII some of the British former colonies became independent. Despite their joining 
the commonwealth organization, they took the pride of their own native origin and adopted a 
de-anglicization linguistic policy. 

The Irish people were among the first to take this step through the National literary Society in 
1892, in Dublin. But the effectiveness of the long British rule has produced long lasting 
linguistic effects. Despite its official status, Irish has been gradually replaced by English which 
is actually used by the Irish citizens on a large scale. 

But in case of India, after having been liberated, it recovered some of the original official names 
of their places, although they are still acknowledged by their English form using the Latin 
alphabet spelling. 

British names transcription Original Indian pronunciation 

Bombay Mumbai 

Calcutta Kolkata 

Madras Chennai 


A similar situation is witnessed by some Chinese town names. The use of Latin spelling 
(transliteration) is obviously necessary to the effectiveness of worldwide communication, but 
the original names pronunciations of the places were lately given back to their traces. 

British towns names transcription Original Chinese writing 

Canton; Guangzou (Jjifjlj, j'l'l) 

Peking; Beijing (^JA), 
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The major immigration movement from Europe to the English speaking new found lands that 
started in the 17 th facilitated the extension of the linguistic phenomenon. It was also brought the 
option of the people coming from other areas of the world to naturalize their names. The late 
years have witnessed another immigration wave coming from the recently liberated communist 
countries in the Central and eastern side of Europe going to English speaking territories of US, 
Canada, Australia, New Zealand which encourage and makes the anglicization phenomenon go 
on. 

But the linguistic process is not limited to the social and political issues. Globalization of 
English speaking culture through media and technology made other languages adopt specific 
Anglicist terminology that did not exist previously. They bring in the non-English origin 
languages the vocabulary attached to the newly developed technologies, such as computer, 
internet, soft, chip, etc. 

Names of companies, shops, newly developed in these countries, demonstrate the impact of the 
direct or indirect impact of the contact with English and theior striving to make room for 
themselves by the phonemic and graphemic adaptation process in the reception languages. 
Galstyan, (2010:149-69) 


Conclusion 

Applied linguistics studies have traditionally cared about the developing lexical influences of 
languages since the 19 th century when historical comparative research developed. Anglicisms 
exploration and their cultural, social and technologic impact has been associated by sociological 
research on attitudesand official language policies which cannot ignore the global context. It is 
worth mentioning that western countries, like Denmark, Sweeden, Norway, Nethelands have 
accepted the phenomena for decades, as natural, but France, or Eastern countries, like Poland, 
Romania, Bulgaria Czech Republic, after the dissolution or USSR, when Russian ceased to be 
their imposed lingua franca, have sometimes developed nationalistic feelings as a form of self¬ 
esteem. (ibidem) 

We focused on the positive effects of English Franca as a technical language (Fischer, 1998) 
which contributes to the spread and integration of applied vocabulary into the receiver 
languages. (Fischer, 2008:1-14) 

English has become the main foreign language taught in schools in all these countries and 
became the instrument of their intercultural communication, transfer of technology, and 
development at large. Revolution of applied sciences including the recent satellite broadcasting 
communication, the internet, have reinforced the pre-eminece of English Franca and make us 
aknowledge that the more English the world becomes, the desirable the knowledge of English. 
(Gonzales, 2010: 1-27) 
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SUR LES RACINES DE L'ESOTERISME DANS L ANCIENNE PENSEE 

EGYPTIENNE 


Nicolae Iuga 

Prof., PhD, "Vasile Goidis" Western University of Arad 


Abstract: We got used to consider ancient Greek thought as a cornerstone of our European culture. 

But let’s not forget that of the philosophers and legislators most important ancient Greece have traveled 
in Egypt, they spent there several years and was initiated into the ancient mysteries of Egyptian, after 
which they returned home, making proof of knowledge amazing their contemporaries. I thought it would 
be absurd to these men of genius in Greece returned home without that Egypt should not be put any 
mark on them. 

Keywords: Esotericism, Freemasonry, ancient Egypt, Temple de Salomon, Herodot, mystery death. 


1. A la recherche des Colonnes 

La Legende de la Corporation, c’est-a-dire de la premiere Constitution legendaire de l’Ordre 
de la Franc-maconncric nous determine de remonter aux origines, c’est-a-dire de sortir du temps 
historique des faits que Ton peut verifier et de nous transposer dans un temps mythologique ou, de 
toute maniere, ce n’est pas la chronologie qui compte mais seulement l’idee. 

Ainsi, La Legende nous determine de remonter dans le temps au fil de l’histoire sacree 
jusqu’aux fils de Lamech, la sixieme generation depuis Adam jusqu’a present. La Bible nous dit 
(Genese, IV, 18-22) 1 que Lamech a eu premierement deux fils, Iubal et Tubalcain puis un autre qu’il 
a nomine Noe, (Genese, V, 28-30) celebre comme celui qui a sauve le monde du Deluge, d’ou on 
peut tirer la conclusion que Iubal et Tubalcain etaient les freres aines de Noe. La Bible nous foumit 
encore quelques breves informations en ce qui conceme les occupations des deux. Iubal est le pere de 
tous ceux qui jouaient de la flute et de la guitare et Tubalcain est le pere de ceux qui travaillent le 
cuivre et le fer. La traduction en roumain du Livre est, malheureusement, assez vague a ce point; on 
emploie un seul terme «travail» pour ce que dans la Vulgate est : « maleator et faber in cuncta 
opera ». II est evident que l’on peut deduire davantage de la Vulgate, c’est-a-dire que Tubalcain a ete 
le pere de ceux qui travaillaient le cuivre et le fer avec le marteau, realisant des oeuvres complexes 
avec art et minutie. Le texte de la Bible ne nous dit pas davantage, mais on doit admettre que les deux, 
l’un, le premier artiste et l’autre le premier forgeron de l’histoire de l’humanite, avaient des 
connaissances esoteriques. II va de soi que pour composer et executer une piece musicale il est 
necessaire de connaitre la hauteur et la gravite des sons, le rythme et la mesure. Et pour usiner les 
metaux, quelque part au moment de la naissance de la metallurgie de la magie, on avait besoin d’une 
science speciale pour fondre et forger le fer a l’aide du feu. Mais la Bible ne nous dit rien sur les 
connaissances que les deux fils de Lamech avaient, ni en quoi elles consistaient ni comment ils les 
avaient acquises, gardees ou transmises. 


i *** BibHa Sacra Iuxta Vulgata Versionem, Deutsche Bibelgeselschaft, Stuttgart, 1994 
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La Legende de la Corporation elargit considerablement, les informations au sujet de Iubal et 
Tubalcain, s’appuyant sur des speculations plausibles au fond II s’agit d’une reconstitution realisee a 
partir du XTV-eme siecle, une sorte d’archeologie epistemique sui generis, qui reunit des traditions 
legendaries et des evenements historiques, selon des criteres de vraisemblance. 

Plus precisement, en bonne tradition medievale, La Legende de la Corporation (racontee a 
nouveau par Albert McKey) 2 enumere les sept sciences et arts liberaux qui sont: la Grammaire, la 
Rhetorique, la Logique, l’Arithmetique, la Geometrie, la Musique et l’Astronomie. On y retrouve la 
Maconneric parce qu’elle est identifiee a la Geometrie. Ou, mieux dire, ce que les profanes appellent 
la Geometrie, les inities reconnaissent comme Maconneric ce qui signifie en meme temps : « une 
profession digne et une science etrange». 

Les commencements de cette science, d’apres la Legende, se situent avant le Deluge de Noe. 
Parce que, avant le Deluge, les gens qui avaient la conscience de l’imminente destruction du monde 
par celui-ci, s’etaient pose le probleme de sauvegarder les connaissances qu’ils possedaient. Ainsi, on 
retrouve les origines de cette science a l’epoque ou un homme qui s’appelait Lamech vivait sur la 
terre. Avec sa premiere femme, Ada, Lamech a eu deux fds, Iabal et Tubal et avec la deuxieme, Sheila, 
une fille dont le nom n’est pas mentionne et un fils, Tubalcain. Ces quatre fils de Lamech ont trouve 
le commencement de toutes les sciences du monde. Le fils aine Iabal, quand il organisait les troupeaux 
de moutons sur les champs, a decouvert la geometrie et il a ete le premier qui ait construit des maisons 
en pierre et en bois. Son frere Tubal a decouvert la musique, la harpe et la flute. Le troisieme, Tubal- 
Cain a decouvert le metier d’usiner For, le cuivre et le fer. La fille de Lamech a appris le metier de 
tisser. Mais les fils de Lamech savaient fort bien que Dieu allait se venger pour les peches des gens et 
allait detruire le monde soit par le feu soit par l’eau. C’est pourquoi ils ont inscrit toutes leurs 
connaissances sur deux colonnes pour qu’on puisse les trouver apres le Deluge, pour rendre possible 
une renaissance de la civilisation humaine. On a mis les memes inscriptions sur chaque colonne, 
contenant la totalite des connaissances. L’une des colonnes etait faite en marbre pour ne pas etre 
detruite par le feu et 1’autre etait en terre cuite pour ne pas couler dans les eaux. C’etait une double 
mesure de precaution. De la sorte, que le monde eut ete frappe par le feu ou par l’eau, Tune des 
colonnes pouvait etre sauvee. C’est ce qui s’est passe en realite. Apres le Deluge, la Colonne qui 
flottait sur les eaux fut recuperee. Henries, le maitre des sages, trouva Tune des colonnes, la dechififa 
et enseigna aux homines toutes les sciences et les metiers. La science de la Maconneric fut sauvee elle 
aussi; la Maconneric fut presente a la construction de la Tour de Babylone et puis a celle de la cite de 
Ninive. La Maconneric atteignit le comble de sa perfection et de sa grandeur pour les temps antiques 
a l’epoque ou on erigea le Temple du Roi Salomon de Jerusalem. 

Nous croyons qu’il est inutile de dire encore qu’on ne devrait pas pretendre que ces recits 
comprimes soient vrais, au sens stricte de correspondre a des evenements historiques, mais il serait 
plus utile de voir s’ils ont une relevance sous rapport hermeneutique. Il serait depourvu de sens de 
verifier si une affirmation de la legende est confirmee ou non du point de vue historique, ce serait 
comme si on essayait d’apprecier le poisson d’apres sa capacite de vivre sur la terre. 

On devrait lire la Legende de la Corporation de la meme maniere que le Livre des Origines de 
la Bible, c’est a dire en lui dormant une interpretation allegorique. Dans la Genese biblique ce qui 
compte prioritairement est la modification ontologique que la connaissance apporte a l’homme; 
meme, dans le cas de la Legende de la Corporation ce qui compte premierement c’est que des les plus 
anciens temps, l’humanite a possede des connaissances esoteriques et elle a voulu les sauver de la 
disparition accidentelle en les fixant par ecrit sur deux colonnes. Evidemment ca n’a aucune relevance 
si cela s’est passe avant ou apres Noe etc., pas meme si Noe a existe ou non comme personne 
historique. La seule chose qui ait de la relevance est de repondre a la question si les colonnes ont ou 


2 Albert McKey, The History of Freemasonry, New York, 1898 


147 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


non une valeur symbolique et esoterique, sans tenir compte du type d’informations que Ton possede : 
historiques ou legendaries. 

Mais passons au temple de Salomon. On en a plein d’informations historiques abondantes, tout 
d’abord il apparait dans la Bible (III Rois, chapitre 5-8) 3 . On a des informations qui correspondent 
vraiment a des evenements historiques reels, que l’on peut verifier par beaucoup de preuves 
archeologiques et litteraires. Mais l’essentiel dans ce contexte est constitue par les Colonnes et par 
leur signification. Le Temple de Salomon n’etait pas un edifice de grandes dimensions, il 
n’impressionnait pas par sa grandeur comme ceux d’Egypte; il avait une longueur de 30 metres 
seulement, une hauteur de 15 metres et une largeur de 10 metres et il avait encore une galerie 
exterieure devant, d’une longueur de 10 metres et d’une largeur de 5 metres. Mais ce Temple 
impressionnait par ses proportions et bien sur par ses deux colonnes en bronze qui se trouvaient devant 
la galerie exterieure. 

Les Colonnes qui etaient devant le Temple de Salomon proviennent, certainement, de la 
tradition judai'que, comme l’observe Me Kay, de la mise en liberte des juifs de sous la domination 
egyptienne, quand Dieu les a conduit dans le desert«le jour avec une colonne de nuage et la nuit avec 
un pilastre de feu ». Mais on doit admettre qu’elles proviennent aussi de la tradition anterieure, la 
tradition egyptienne qui exigeait de placer deux obelisques en pierre, recouverts d’une ecriture 
esoterique, a l’entree des temples. Les Colonnes qui se trouvaient devant le Temple de Salomon 
evoquent dans le plan etymologique aussi une tradition propre. La Colonne de gauche s’appelait Boaz 
ce qui signifie « en force » plus clairement "Dieu y demeurera en force" et celle de droite s’appelait 
Yachin, e’est-a-dire « Dieu y etablira sa maison ». Ces colonnes etaient faites de ce que Ton appelle 
aujourd’hui bronze. Leur hauteur totale, chapiteau y compris, etait de 12 metres et leur diametre 
d’environ 2,5 metres. Elies etaient vides a l’interieur, la paroi ayant une epaisseur de 8 centimetres. 
D’apres Leadbeater, les colonnes avaient des portes derriere, situees de fa?on a ne pas pouvoir etre 
vues de devant 4 . 

Cette partie de la colonne jouait le role ce que l’on appelle aujourd’hui une armoire dans une 
bibliotheque. On y gardait les archives, les rouleaux de parchemin qui contenaient les livres de la Loi, 
peut-etre d’autres documents aussi. C’est tout a fait plausible. Comme on le sait, dans la Bible, le 
Temple de Salomon est decrit a force details, de l’exterieur tout comme de l’interieur mais on ne 
mentionne nulle part l’endroit ou on gardait les livre sacres. Par ailleurs, certaines connaissances des 
livres sacres des juifs etaient esoteriques au sens le plus rigoureux du terme. Par exemple le nom saint 
de Dieu, represente par le tetragramme Y H W H (de l’expression ehyeh asher ehyeh, l’Exode, III, 
14), ne pouvait pas etre rendu public, ni prononce ni ecrit que sous la menace de la peine de mort. 
L’interdiction des dix commandements : "Tu ne prononceras pas a tort le nom du Seigneur, ton 
Dieu !" signifiait en fait 1’interdiction de prononcer ou d’ecrire publiquement Son nom pour ne pas le 
profaner 5 6 . On peut se faire une idee du caractere esoterique du nom Y H W H et de la gravite d’une 
eventuelle profanation du fait que, lorsque les pretres du Temple voulurent accuser Jesus, ils 
l’accuserent d’avoir outrage le nom de Dieu, respectivement d’avoir profane le tetragramme sacre. 
Ainsi, les colonnes Boaz et Iachin que se trouvaient devant le temple de Jerusalem etaient depositaries 
de la connaissance sacree au sens propre du terme. 

Et pourtant: d’ou provient la difference entre les colonnes du Temple de Salomon d’une part 
et les colonnes des fils de Lamech et les obelisques egyptiens d’autre part ? Comme on l’a vu ci- 


3 *** ftibiia Sacra Iuxta Vulgata Versionem, Deutsche Bibelgeselschaft, Stuttgart, 1994 

4. C. W Leadbeater, The Hidden Life in Freemasonry, Altenmunster, J. B. Verlag, f.a. 

5. *** Biblia Sacra Iuxta Vulgata Versionem, Deutsche Bibelgeselschaft, Stuttgart, 1994 

6. Herodot, Istorii, vol. I, E.S. Bucuresti, 1961. 
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dessous, les colonnes construites par Iubal et Tubalcain etaient massives, elles n’etaient pas vides a 
l’interieur et elles avaient inscrites a l’exterieur toutes les connaissances, cedes esoteriques y compris. 
Les colonnes-obelisque de devant les temples egyptiens sont elles aussi massives et inscrites a 
l’exterieur. Mais les inscriptions exterieures ne cachaient-elles rien ? Et la seule forme de cacher les 
significations d’un texte serait de cacher le texte lui-meme dans une colonne vide a l’interieur et sans 
inscriptions exterieures ? On trouve la reponse en se toumant vers l’ancien Egypte, suivant le fil d’une 
des sources primaires relative a cette civilisation : Les Histoires de Herodote. De Herodote, ( Histoires , 
II, 36) on apprend que les anciens egyptiens employaient deux types d’ecriture: l’une appelee 
«hieratique» et une autre appelee «demotique» 6 . 

Les choses toument un peu au clair. Etymologiquement, « hieratique » signifie « saint » et, en 
particular, illustre l’ecriture utilisee par des pretres, qui n’est pas comprise par tout le monde, 
puisqu’elle contient des significations sacree, ayant un caractere esoterique; cette ecriture a ete 
appelee par la suite « hieroglyphique ». Et« demotique » signifie populaire, « democratique ». En ce 
qui conceme l’ecriture, celle-ci est un systeme de signes que tout le monde peut comprendre et utiliser. 
En consequence, ayant une ecriture qui n’etait accessible qu’aux inities, les Egyptiens pouvaient 
placer les textes esoteriques a la vue de tout le monde, a l’exterieur de l’obelisque, sans courir le risque 
que ceux-ci lus et compris par des profanes et done profanes. Mais en ce qui conceme les anciens 
Juifs, parce qu’ils n’avaient qu’un seul type d’ecriture (le soi-disant alphabet carre d’inspiration 
phenicienne), une ecriture accessible a tout le monde, ils furent obliges d’enfermer les textes sacres et 
esoteriques a l’interieur des colonnes. On pourrait meme dire que les deux colonnes, Boaz et Iachin 
furent construites pour servir a ce but. Les Egyptiens cacherent Tesoterique a l’exterieur en le chi ffr ant 
et les Juifs le cacherent a l’interieur en l’enfennant. A cause de cela, les Colonnes du Temple de 
Salomon ne continuent pas la tradition et la forme des colonnes des fils de Lamech. Plus precisement, 
on ne pourrait pas se poser ce probleme parce que la tradition des fils de Lamech n’exista pas telle 
quelle, elle fut seulement une projection des obelisques egyptiens, placee dans un temps ancestral et 
dans une topos mythologique. Toumons done le regard vers l’ancien Egypte et vers les plus anciens 
depots de connaissances esoteriques, materialises sous la forme visible et cachee en meme temps des 
colonnes sacrees, e’est-a-dire des obelisques eriges a l’entree des temples. 

2. Le voyage en Egypte 

Ce qui fait peut-etre que la civilisation egyptienne soit unique dans le contexte de l’antiquite 
est justement cette forte valorisation metaphysique de la mort. D’ici la construction des 
pyramides et l’embaumement des cadavres. Un proverbe arabe dit: les dieux craignent une seule 
chose, le temps, mais le temps a son tour craint les pyramides. Ce fait est vrai au sens empirique du 
terme y compris. Les pyramides d’Egypte ont survecu a tous les dieux egyptiens. 

Les problemes lies a la fois a l’immortalite de Fame et au culte des morts chez les anciens 
Egyptiens sont tres communs et connus de sorte que nous allons les evoquer brievement sans citer 
un certain ecrivain. II est bien connu que les Egyptiens ne croyaient pas a une ame unique, mais ils 
se la representaient sous plusieurs aspects de la vie spirituelle et chacune de ces representations 
avait un certain nom. Ainsi, Fame appelee « bai » est celle qui apres la mort passe dans une autre 
vie. Elle etait representee sous la forme d’un oiseau, pour qu’apres la mort elle puisse quitter le 
corps et se presenter tres vite devant le Jugement d’Osiris. Une autre dimension de Fame, celle 
nominee « ka » etait une sorte de double du corps, un principe vital qui ne s’envole pas apres la 
mort, mais reste dans le tombeau aussi longtemps que le corps se garde. D’ici la preoccupation 
particuliere pour embaumer les cadavres et pour construire des tombeaux tres durables. 
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Accompagnons le vieil Herodote dans son Voyage en Egypte 7 , raconte avec l’ingenuite et la 
naivete specifiques aux Anciens, dans le deuxieme livre de ses Histoires. Herodote commence son 
histoire par une remarque celebre, que TEgypte est « une terre acquise et un cadeau du fleuve ». 
Parce que, si le Nil avait eu le caprice de devier son chemin vers le Golfe de 1’Arabie par exemple 
« qui l’arreterait pour qu’il ne l’obture, en quelque vingt mille ans - en s’y jetant - par tout le limon 
transporte ? » (Histoires, II, 11) D’ailleurs c’est la terre de TEgypte s’avance plus profondement dans 
la mer par le Delta du Nil que les rives avoisinees. Les eaux du Nil montent periodiquement et ?a 
signifie une difference de niveau de 4-5 metres, elles inondent les champs d’une partie et de l’autre 
sur beaucoup de kilometres, « on pouvait voir des terres inondees si on marchait deux jours, parfois 
plus, d’autres fois moins », dit Herodote. Et apres la retraite des eaux l’agriculteur egyptien 
ensemence le limon fertile et puis il conduit les troupeaux au-dessus du limon, pour qu’ils marchent 
dessus, pour enfoncer les semences en terre. Apres quoi il ne fait rien qu’attendre la periode de la 
moisson. Les eaux du Nil commencent a gonfler vers le solstice d’ete et elles continuent a monter 
environ cent jours. En ce qui concerne les sources du Nil, personne ne pouvait en donner une 
reponse claire. 

Il y a encore des remarques quant au caractere des gens. D’apres Herodote, les Egyptiens 
depassent les autres gens de la terre en ce qui concerne la piete. 

Le sacerdoce etait exclusivement pour les homines, aucune femme ne pouvait etre pretresse. 
Tous les homines etaient circoncis et les pretres avaient les cheveux coupes ras de meme que leur 
corps et ils faisaient ca tous les deux jours pour etre entierement purs quand ils se mettaient au 
service du Dieu. Les Egyptiens ne cultivent jamais la feve, ce legume qui s’apparente aux haricots 
ou aux petits pois et ils detruisent cedes qui poussent par hasard. Les pretres ont aussi 1’interdiction 
de la voir, puisque ce grain etait considere comme une plante impure. On pourrait dire que c’est une 
simple bizarrerie, une insignifiante manie locale et on n’y preterait pas attention, mais on a vu que 
Pythagore et ses disciples consideraient eux aussi la feve comme une plante impure et intouchable. 

Or, comme on le sait, le grand Pythagore fut initie en Egypte. Nous allons revenir pour 
approfondir la signification de cette bizarrerie, s’il y en a une plus profonde, dans le paragraphe 
consacre a Pythagore. 

Quand ils apportent des offrandes, les Egyptiens egorgent le betail, l’ecorchent et lui coupent 
la tete. Ils proferent des maledictions contre cette tete, toutes les maledictions qui auraient pu etre 
prononcees contre le peuple et tous les maux qui auraient pu le guetter, apres quoi ils jettent le 
crane dans le fleuve. Ce rituel fut transmis plus tard aux Juifs sous la fonne du bouc emissaire. Les 
anciens Egyptiens etaient polytheistes et en plus ils n’honoraient pas tous les memes dieux, sauf 
Isis et Osiris dont le culte etait pratique dans tout TEgypte. Puis Herodote avoue (11,44) que, par 
desir de recueillir des nouvelles vraies et detaillees sur certains dieux egyptiens, il est parti en bateau 
vers Tyr, en Phenicie, ayant le but de voir le Temple de Shu. Et il a vu que le Temple etait richement 
decore avec des tresors parmi lesquels s’erigeaient deux colonnes, Tune en or et l’autre en 
emeraude, la demiere degageant une forte lumiere verte pendant la nuit. Le temple fut construit 
presqu’a la meme epoque que la fondation de la cite de Tyr, c’est-a-dire environ deux mille trois 
cents ans avant Herodote, respectivement il y a plus de quatre mille sept cents ans. Mais 
malheureusement Herodote ne dit rien du sens esoterique de ces colonnes. Ont-elles ete pourvues a 
l’exterieur d’inscriptions inintelligibles pour les non-inities ? Ou bien contiennent-elles a l’interieur 
des textes sacres qui devaient etre proteges des yeux profanes ? Ou avaient-elles une autre 
signification que Herodote n’avait pas voulu nous devoiler pour ne pas manquer au sennent 
d’initiation ? 


7 Herodot, Istorii, ed. cit. 
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II semble sur que Herodote a ete initie jusqu’a un certain niveau aux connaissances 
esoteriques des pretres egyptiens. Voila par exemple la maniere de laquelle il expose la triste 
ceremonie pour commemorer la mort d’Osiris. On apporte tout d’abord l’offrande. Le bouc est 
ecorche, on lui coupe les jambes et la tete et le corps est vide des entrailles et il est farci de pain, de 
miel et des aromates, apres quoi il est brule. Suit la priere et apres les participants mangent les restes 
de l’offrande. Pendant la priere, les gens pleurent et se frappent la poitrine des poings, mais « je n’ai 
pas la permission de dire en honneur de qui ils font ga» (II, 61). Il est clair qu’Herodote lui-meme 
fut initie dans les mysteres d’Osiris, qui impliquaient entre autres aussi Tinterdiction de prononcer 
publiquement le nom secret du dieu, interdiction que les Juifs adopterent eux aussi des Egyptiens. 
Un peu plus loin (II, 65) Herodote parle dans le meme sens de l’animal d’offrande, respectivement 
des animaux qui ne peuvent pas etre sacrifies, en s’arretant a un moment donne, justement pour ne 
pas etre oblige de parler « des choses saintes dont j’evite a dessein de faire reference ». 

Les anciens Egyptiens avaient encore quelques coutumes apparemment tres bizarres. Par 
exemple, a la fin des agapes l’un d’entre eux faisait le tour de la table, un petit sarcophage a la main 
a l’interieur duquel se trouvait une poupee qui imitait un cadavre momifie. En la montrant a chaque 
convive il disait: « regardez-la, buvez et soyez joyeux parce qu’apres la mort vous serez comme 
?a », un memento mori qui ressemble comme idee a un element de la « chambre de reflexion », 
propre aux initiations tardives. La construction des navires etait en essence liee a l’edification des 
maisons. On faisait tout d’abord le squelette des chevrons sur lesquels il y avaient des planches 
d’acanthe clouees, longues d’environ deux coudees (environ un metre), des planches placees 
comme les briques, c’est-a-dire a la moitie d’une planche il y avaient les bouts des planches de 
dessus, etc. Grace au reseau complexe de petits canaux d’irrigation qui devaient porter les eaux 
nourrissantes du Nil, les terres cultivees (« arura ») avaient la fonne d’un carre avec le cote de cent 
coudees. On y trouve les debuts de la geometrie qui fut adoptee par les Grecs aussi, et Herodote en 
etait conscient. (II, 109) 

Devant les temples il y avait, d’une part et de 1’autre de 1’entree, deux obelisques monolithes 
comme ceux du Temple de Ra de Heliopolis qui avaient des dimensions tout a fait etonnantes, hauts 
de cinquante metres et ayant le cote de quatre metres. Il y avait inscrits des textes sacres, esoteriques 
et le risque de profaner le contenu n’existait pas, parce qu’ils etaient ecrits en employant l’alphabet 
hieratique, accessible seulement aux inities et pas l’alphabet demotique, connu par tout le monde. 
Puis, les pretres egyptiens contemporains a Herodote firent la preuve des connaissances exactes 
qu’ils detenaient sur la guerre que les Achees avaient porte contre la Troie, il y a environ huit cent 
ans, respectivement au XHI-eme siecle avant Jesus Christ. De plus, les pretres egyptiens ont 
pretendu qu’Helene, la malheureuse epouse de Menelaos ne s’etait meme pas trouvee a Troie mais 
elle etait cachee en Egypte et ainsi, la demande des Grecs adressee aux Troyens de renoncer a 
Helene et a ses richesses n’avait aucune justification et n’etait qu’un pretexte injuste pour 
commencer la guerre, une guerre qui avait comme but reel la conquete et le pillage de la cite de 
Troie. 


En revenant au probleme des colonnes, celles-ci reparaissent sous une autre forme dans le 
somptueux Temple consacre a Ptah a Medinet-Habu par les pharaons de la XlX-eme dynastie. 

Les colonnes n’ont plus la fonne d’un obelisque, mais plutot la fonne d’une statue. On en a 
plusieurs informations (II, 121). On apprend ainsi qu’elles etaient placees a l’entree du Temple de 
l’ouest, Tune vers le nord (le septentrion) et l’autre vers le sud (le midi). Elies avaient une hauteur 
de 25 coudees, c’est-a-dire la meme hauteur que les celebres colonnes de devant le Temple de 
Salomon allaient avoir trois cent ans plus tard. Les colonnes furent erigees a la meme epoque ou 
Moise naquit en Egypte, celui qui allait conduire les tribus juives d’ici et les diriger vers leur propre 
pays. Il est a admettre que la tradition esoterique hebrai'que, preservee par les levites de l’epoque de 
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Moi'se jusqu’a celle de Salomon, changea la symbolique et meme les dimensions des colonnes. 
Avec une rectification qui constitue une contribution hebraique specifique, a savoir que les colonnes 
du Temple de Salomon n’avaient pas la forme d’une statue parce que rien d’anthropomorphe ou de 
zoomorphe ne pouvait y apparaitre. Les representations anthropomorphes etaient severement 
prohibees justement dans le but d’eviter la contamination rigoureusement monotheiste au cadre de 
laquelle « personne n’a vu le visage de Dieu » (XXXIII, 20). Et toujours sur deux colonnes, en fait 
sur deux plaques en pierre sont ecrits les dix commandements pour Mo'ise, « ecrits par le doigt de 
Dieu ». (L’exode, XXXI, 18) 

Le contenu des inscriptions esoteriques sur les obelisques egyptiens fut partiellement 
dechiffre plus tard, apres la dissolution et la disparition de cette civilisation, quelques siecles avant 
Jesus Christ, sous les attaques precipites des Perses, des Macedoniens et des Romans. Ammianus 
Marcellinus, historien roman du IV erne siecle apres Jesus Christ nous devoile dans son Histoire 
romane (XVII, 4) 8 quelque chose du destin de quelques obelisques, transportes a Rome par les 
empereurs romans, d’Octavian Augustus a Constantin le Grand. Car, on peut ajouter qu’apres la 
disparition de la civilisation egyptienne, les obelisques renverses et enfouis dans les sables, ont 
fascine et ont constitue un butin de guerre pour les conquerants pendant deux mille ans, des 
empereurs romans a Napoleon, l’empereur des Francais. Sauf que les vainqueurs ne gagnerent pas 
de colonnes vives, des monuments culturels proprement dits, mais des simples objets, des pierres 
muettes et mortes, depourvues de leur signification reelle, dont il ne resta que les dimensions 
colossales et le caractere enigmatique. 

Mais voila comment Marcellinus decrivit avec exactitude ces obelisques « L’obelisque est 
construit d’une seule pierre tres dure, qui s’eleve comme un pilier conique, poli par une main de 
maitre, de sorte que son eclat reflechit les rayons du soleil ayant quatre cotes qui se retrecissent pour 
se reunir au bout ». Puis Marcellinus nous parle des deux obelisques que Octavian Augustus apporta 
a Rome, fun fut place dans le Grand Cirque et T autre sur le Champ de Mars. Le dernier obelisque 
est celui qui se trouve a present aussi a Rome, dans la Piazza del Popolo. L’obelisque du Grand 
Cirque etait fun des plus grands et longtemps personne ne voulut le toucher par crainte de 
commettre un sacrilege. A la fin, a l’ordre de Constantin le Grand il fut disloque et porte par 
Heliopolis sur le Nil jusqu’a Alexandrie, puis on lui fit traverser la mer dans un grand navire. Le 
navire entra sur le Tibre pres de Rome et du port, f obelisque fut place et tire sur des roues tres fortes 
jusqu’au Cirque. A present, cet obelisque qui pese 455 tonnes se trouve place devant l’Eglise San 
Giovanni, en Laterano. Originairement, l’obelisque etait consacre a Ra et il avait au bout une sphere 
en or qui representait le soleil et qui brillait comme une flamme. Sur chacune des facettes du prisme 
il y avait des inscriptions hieroglyphiques. Peu apres son placement a Rome, le sommet de 
l’obelisque fut frappe par la foudre qui a detruit la sphere. Un siecle plus tard, la civilisation romane 
quittait la scene de l’histoire, parce que Rome fut conquise par les barbares en 476 apres J.C. 

Dans la Rome d’aujourd’hui on peut trouver d’autres obelisques egyptiens, plus precisement 
12. Au milieu de la Place Saint Pierre on a place l’obelisque apporte par Caligula de Heliopolis, 
d’une hauteur de 26 metres et d’une pesanteur de 331 tonnes ; dans la Place Navona il y a un 
obelisque semblable, haut de 26 metres. Aujourd’hui a Paris, dans la Place de la Concorde, il y a 
l’obelisque de Ramses II. 

Les obelisques egyptiens se trouvent a Londres ou a New York. Mais la ou ils se trouvent a 
present, je repete, ces colonnes ne sont que de simples objets muets et c’est tout. On doit remarquer 
aussi le fait que la plupart de ceux-ci n’ont pas d’inscription. Les demiers pretres egyptiens, ont-ils 
efface les inscriptions pour ne pas etre profanees ? 


Ammianus Marcellinus, Istoria romana, E. S., Bucuresti, 1982. 
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Toujours selon Herodote (II, 123), les Egyptiens sont les premiers a dire que Fame de 
Thomme est immortelle et ils se representaient Isis et Osiris comme les maitres de l’au-dela. 
Comme on l’a deja montre, Herodote a ete initie aux mysteres egyptiens, ce qu’on peut voir 
clairement dans ses Histoires. Mais il ne fut pas initie au plus haut niveau. C’est ce qu’il avoue lui- 
meme (11,148). Pres du lac Mer se trouve le Labyrinthe. II s’agissait d’un grand lac artilicicl ayant 
une circonference d’environ 150 kilometres, seche a present, a la place duquel il y a aujourd’hui la 
ville Medinet-el-Fanim. Le Labyrinthe, d’apres Herodote, depassait par ses dimensions et sa 
complexity tout ce qu’on avait construit jusqu’alors, tous les temples des grecs, pris ensemble, et 
les pyramides aussi. Le Labyrinthe avait douze cours couvertes, les portes vis-a-vis, six vers le nord 
et les six autres vers le sud. A Finterieur il y avait deux rangees de pieces, l’une sous la terre et 
l’autre au-dessus, a chaque niveau se trouvaient mille cinq cents pieces, au total trois mille. « J’ai 
vu les pieces de dessus et je m’y suis promene moi-meme, done j’en parle comme des choses vues 
par mes propres yeux », affirme Herodote. « Quant aux pieces de dessous (continue notre historien) 
je sais seulement quelque chose par oui'-dire, car les Egyptiens qui les gardaient n’ont voulu pour 
rien au monde me les montrer ». Il est clair qu’Herodote fut initie parce qu’il savait garder certains 
secrets dont il ecrit « ne pas avoir la permission de parler ». Par ailleurs on peut tirer la conclusion 
qu’il n’a pas ete initie au plus haut niveau parce qu’il n’avait pas la permission d’entrer dans les 
pieces souterraines du Labyrinthe ou seulement les inities complets avaient acces. A l’epoque 
modeme on a fait des fouilles archeologiques a l’endroit ou se trouvait autrefois le Labyrinthe mais 
on n’y trouva aucun tombeau, ce qui confirme l’hypothese que les souterraines du Labyrinthe 
n’etaient pas, comme cedes des pyramides, de necropoles des pharaons, mais des pieces afifectees 
aux etudes et a certaines ceremonies initiatiques. Mais en quoi consistaient les ceremonies 
d’initiation aux mysteres d ’ Osiris ? Herodote ecrit: «Les Egyptiens presentent par des jeux 
mimiques les tortures de la Divinite. Je sais en detail quel est le deroulement de chaque jeu ; mais 
il vaut mieux me taire ! » (II, 171) En fait nous n’avons pas besoin, pour le moment, d’en savoir 
davantage, Herodote dit qu’il vaut mieux se taire a cause du serment qu’il avait prononce a 
l’initiation, precisement, qu’il ne profanerait pas le rituel. A present nous n’avons pas besoin de 
savoir a force details la maniere dont chaque mystere se deroulait. Le probleme reel est si la 
pantomime par laquelle on rememorait la mort et la resurrection d’Osiris avait un sens - et si elle 
en avait, quel etait-il ? 

D’ici nous devons nous laisser diriger par une importante autorite dans ce domaine : Mircea 
Eliade. Nous allons faire reference a la celebre « Histoire des croyances et des idees religieuses » 
(les paragraphes 28-33) 9 . Le drame d’Osiris peut etre reconstitue dans de tres grandes lignes. Osiris 
etait un dieu et en meme temps un roi legendaire de l’Egypte. Il est une divinite civilisatrice qui 
enseigna aux homines le sens du bien et de la vertu. Par envie, son frere Seth le tue et, pour cacher 
le crime, il coupe le cadavre en morceaux qu’il enterre dans des lieux differents du Delta du Nil. 
L’epouse d’Osiris, Isis, avec leurs fils Homs et Anubis, le dieu qui a la tete de chacal, reussissent a 
trouver les morceaux du cadavre et, a l’aide de la magie, ils le font revenir a la vie. Apres, Osiris 
devient maitre du monde d’au-dela et juge des morts. Le mythe a de multiples fonctions. D’une 
cote, ce mythe, comme le meurtre d’Abel par son frere Cain, ou comme l’episode du meurtre 
d’Hiram Abif, explique l’apparition du mal ou de l’envie dans le monde. Puis Osiris comme 
Tammuz des Babyloniens fait apparaitre dans la culture egyptienne et plus tard dans le judaisme, le 
paradigme du dieu qui meurt et revient a la vie. 

Ainsi, la vie de l’homme s’enrichit, elle recoil un sens, de meme que la mort. Dans Le Livre 
des Morts, le celebre texte egyptien 10 , le chapitre 25, le defiant s’adresse ainsi a Osiris: « Je 
m’incline devant toi, grand dieu, le maitre des deux Maat », apres quoi il lui avoue le but de . . . sa 


9 Mircea Eliade Istoria credintelor §i ideilor religioase, ESE, Bucuresti, 1981, p. 98-118. 
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mort: «Je suis venu chez toi, mon maitre, pour m’apercevoir de ta perfection)) 11 . Ainsi, la mort a 
un sens, car seulement par elle on peut arriver a connaitre la perfection de la Divinite. La mort 
devient 1 ’initiation demiere et supreme. 

Comme Mircea Eliade remarquait, au jugement d’Osiris le defiant devait repondre a un 
interrogatoire initiatique. Le jugement proprement dit a lieu selon un scenario complexe. Dans le 
meme chapitre 25 du Livre des Morts on trouve represente le tribunal devant lequel le decede devait 
plaider pour son innocence. Le tribunal est preside par Osiris qui est assiste par une cour formee de 
42 juges, membres qui correspond d’apres l’historien des religions Emilian Vasilescu 12 , aux 42 
nomes de TEgypte. Le mort est introduit dans la salle d’audience par Horns, le fils d’Osiris. Homs 
et Anubis pesent Fame du mort en employant une balance. Sur un plateau de la balance il y a Fame 
du mort et sur l’autre, la deesse de la Justice et de la Verite, Maat, pose une plume. Si le decede fut 
une personne pecheresse alors son coeur serait plus lourd, la balance s’inclinerait de ce cote et le 
coeur lourd de peches tomberait et il serait devorait sur-le-champ par un animal hideux et terrifiant, 
un hybride entre le crocodile et Fhippopotame, nomme Oms. Le defiant ne peut pas suivre 
passivement ce qui se passe et, par une longue confession negative, il avoue qu’il aurait pu faire des 
choses nuisibles mais qu’il ne les fit pas. Entre autres, il declare qu’il n’avaitpas essaye d’apprendre 
sans en avoir le droit, des connaissances esoteriques : «je n’ai pas voulu connaitre ce qui ne doit 
pas etre connu », qu’il n’avait pas fait d’injustices, qu’il n’avait frappe personne, qu’il n’avait pas 
per<ju un pot-de-vin, qu’il n’avait pas deshonore le nom des dieux, qu’il n’avait pas opprime les 
pauvres, etc. Tous ces peches que le defiant nie avoir commis nous foumissent une image indirecte 
des moeurs des gens de l’Egypte ancien, de leurs idees sur le mal et le bien. A la fin du plaidoyer et 
tenant compte du resultat du pesage de Fame, le dieu Toth qui y joue le role de greffier, redige un 
rapport adresse au supreme Osiris ou il montre que le decede n’est pas coupable, que son ame est 
juste et que la balance ne s’est pas inclinee. A ce moment-la Osiris prononce la sentence en 
permettant a celui qui vint au jugement d’entrer dans son royaume. 

Pourquoi le decede s’agite-t-il et quelle est la raison pour laquelle il se defend avec tant de 
vehemence, devant le jugement d’Osiris ? Quel en est l’enjeu ? Eh bien, ceux qui entreront dans le 
royaume d’Osiris pourront s’identifier mystiquement a Osiris lui-meme, c’est-a-dire ils mourront 
et reviendront a la vie en meme temps qu’Osiris, comme les chretiens s’identifieront mystiquement 
plus tard a Jesus Christ, celui qui fiat crucifie et qui revint a la vie. Et pour 9 a l’homme doit pratiquer 
le culte, a vrai dire il doit, a des intervalles fixes qui ont une periodicite preetablie, imiter par des 
jeux et la pantomime les tortures de la Divinite, participer par des rituels au drame et a l’apotheose 
d’Osiris. De cette maniere Osiris devient le modele divin de toutes les gens qui esperent triompher 
sur la mort. Osiris presentait la garantie du triomphe sur la mort parce que, comme Eliade ecrivait, 
dans une demiere synthese religieuse, les Egyptiens ont identifie des elements communs tant dans 
le voyage joumalier de Ra (le Soleil) que dans le drame d’Osiris. Les Egyptiens reussirent a articuler 
dans un seul systeme ce qui est par excellence immuable et invulnerable - le trajet du Soleil - avec 
un episode occidental: le meurtre d’Osiris et ce qui est toujours accidentel, fragile et ephemere dans 
l’existence humaine. On identifia la translation du Soleil dans le ciel a la resurrection necessaire 
d’Osiris et a la possibilite que chaque mortel devienne lui-meme un Osiris. En definitive, toutes les 
apparitions du soleil peuvent etre considerees comme une initiation et comme un support pour la 
foi dans l’immortalite de Fame. 

3. Essai sur la mort comme initiation 

La question : "Que sait-on sur la mort ?" devrait, je crois, etre refonnulee: Sait-on vraiment 
quelque chose sur la mort ? Parce que, sur la mort, on ne sait a proprement parler, rien. La mort 


10. E. A. Wallis Budge, The Egyptian Book of the Dead, 1895. 

12 Emilian Vasilescu, Istoria religiilor, Ed. BOR, Bucuresti, 1982 
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n’est pas une experience au sens propre du terme. La mort est quelque chose qui arrive toujours a 
une autre personne, pas a nous. On y assiste muets et impuissants, comine a quelque chose qu’on 
ne comprend pas. Et quand il nous arrive ce n’est pas une experience pour deux raisons. 
Premierement parce que c’est unique, ce n’est pas quelque chose qui pourrait se repeter et done 
experimenter, au sens de la science. Puis, meme si on pouvait comprendre quelque chose de notre 
propre mort, on ne reussirait rien communiquer de ce qu’on a individuellement experiments. La 
mort est, dit E. M. Forster, seulement quelque chose d’incomprehensible et qui peut etre anticipe 13 . 
Done la science qui est fondee seulement sur des experiences repetables, observables et 
communicables, ne peut rien apprendre et dire sur la mort. Seulement la litterature de fiction et la 
foi religieuse pourraient faire des demarches quant a ce sujet. Mais dans le cas de la litterature de 
fiction les choses ne sont pas tres claires. Le narrateur ou le poete peuvent s’imaginer n’importe 
quoi sur la mort. La condition n’est pas que le discours poetique soit vrai au sens de trouver une 
correspondance dans une realite, mais tout au contraire, il doit porter sur une construction purement 
Active. Le spectacle des representations poetiques ou plastiques quant a la mort, au jugement et a la 
vie d’au-dela, quelque vivement colore, dynamique, attirant ou effroyable soit-il, ne nous offre 
aucune certitude. Tout est relatif si on parle de l’artiste et de sa fonction fabulatrice. Le spectacle 
poetique - plastique de l’eschatologie satisfait notre besoin de nous illusionner, pas celui de 
certitude. On sait, malheureusement, que c’est une simple fiction et qu’on peut etre desenchantes a 
tout moment, que le charme peut se rompre toujours, qu’il s’agit d’un beau mensonge seulement. 
La foi qui vient avec une certitude. Le point faible, car il y en a un, est que la foi vient avec une 
certitude suffisante seulement du point de vue subjectif et pas du tout objectif. La certitude qui est 
suffisante du point de vu subjectif et objectif ne tient plus a la foi, mais a la science. Malgre tout 
cela, la foi a elle aussi sa certitude, suffisante pour l’homme croyant, ce qui signifie enonnement et 
a la limite, elle peut etre tout. Mais c’est une certitude qui ne peut pas satisfaire les exigences de la 
science. Par exemple, on pourrait proposer un experience mentale 14 . Supposons que tous les gens 
soient aveugles des leur naissance et que tres rarement, une personne qui peut voir apparaisse une 
fois a quelques centaines d’annees. Cette personne verrait le monde des couleurs dans toute sa 
splendeur, elle verrait la lumiere et les lointains, aube et le crepuscule, l’infinie variete des formes 
d’existence. Bien sur, la vue est ici la foi, la certitude suffisante seulement du point de vue subjectif. 
Puis lui, celui qui voit, essayerait de communiquer par des mots aux autres personnes qui sont 
aveugles ce qu’il a vu. Evidemment, beaucoup de choses vues resteront tout a fait incommunicables 
pour les aveugles, d’autres auront une image imprecise et depourvue d’une correspondance dans la 
realite. Enfin, beaucoup d’aveugles, probablement la plupart, auront l’exigence impossible que le 
fait de voir soit repete dans une experience provoquee et dans des conditions controlables. Par 
d’autres mots, ils pretendront une verification « scientifique ». Contrairement, ils seront tentes de 
dire que la vue est une hallucination et pas une vision. 

Voila done la difference fondamentale entre la science et la foi. La foi est la vue singubere 
inspiree du Ciel, irrepetable et transmise a nous, les aveugles, par les fondateurs de rebgion, les 
prophetes, les grands inities. Petit a petit, la lave de la foi originaire se refroidit et elle prend de 
nouveaux contours dans les dogmes. La vision du mystique sera peu a peu communiquee aux 
croyants ordinaires par des formules dogmatiques et par des symboles, tout comme une decouverte 
scientifique essentielle et initialement paradoxale sera peu a peu vulgarisee pour etre accessible au 
commun des gens. 


13 E. M. Forster, Aspecte ale romanului, E.L.U., Bucuresti, 1968, p. 54 et passim. 

14 Lev Sestov, Apoteoza lipsei de teineiuri, Ed. Humanitas, Bucuresti, 1995, p. 134. 
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4. Le serpent qui avale sa propre queue, YOuroboros egyptien 

On pourrait prendre comine points de depart deux extremes a valeur de paradigme: Le Cercle 
et TArbre. 

II serait possible que ces deux objets, le cercle et l’arbre, l’un ideal et 1’autre materiel, illustrent 
par une synecdoque (pars pro totum ) les differences fondamentales entre la pensee et la vie, entre 
le rationalisme et le vitalisme. En effet, l’idee de cercle est un produit pur de la raison en 
comparaison avec l’arbre qui est une realite et un resultat de l’experience. Le a priori et le a 
posteriori. Le cercle est parfait, pendant que l’arbre est difforme. comine tout ce qui a de la vie. 
Dans le cercle, tous les points de la peripherie sont a la meme distance du centre, dans le cas de 
l’arbre les feuilles sont aleatoirement placees sur les branches. Le cercle peut etre defini comine un 
polygone qui a un nombre infini de cotes, l’arbre contient un nombre limite des elements. Le cercle 
est une unite avec la totalite (« L’infini est un cercle de cercles », a dit Hegel), l’arbre est 
exclusivement une multiplicite, situe entre l’unite et la totalite. Sur la peripherie du cercle, tout point 
est identique a tout autre point, sur l’arbre aucune feuille n’est identique a une autre (quelqu’un 
d’autre l’a dit encore, je crois que c’etait Leibniz). Aller en cercle est une action repetitive, 
monotone et reversible, dans l’arbre la seve monte dans un seul sens irreversiblement. Toumer en 
cercle suppose retrouver le point de depart, la direction de la seve dans l’arbre est unidirectionnelle 
de la racine au fruit, sans retour. Le cercle signifie la rotation cosmique pendant que l’arbre signilic 
l’ecoulement cosmique. La repetition dans le cercle est sterile, celle dans l’arbre est fertile. Aller 
sur les bords du cercle signifie aller a l’infini dans le sable du desert, aller au sens du cycle vegetal 
signifie se trouver sur le chemin etemellement vert de la vie. 

Le cercle, comtne la goutte d’eau, roulera toujours au sens de la gravitation, de haut en bas, 
mais les seves de l’arbre defient la gravitation. Quand le cercle meurt il ne donne pas naissance a 
un autre cercle mais l’arbre ne meurt que pour dormer naissance a d’autres arbres, par la mort 
redemptrice de la semence. Le cercle peut etre vicieux, ce qui n’est pas du tout accidentel et a la 
rigueur tout cercle est obligatoirement vicieux. L’arbre ne peut etre que vertueux, il meurt toujours 
debout. Le cercle est mecanique et l’arbre organique. Et (d’apres Bergson) rien ne peut etre plus 
comique que le mecanique plaque sur le vivant. 

Le serpent qui avale sa propre queue, l’ancien Ouroboros egyptien, represente sous la forme 
d’un cercle est tout a fait autre chose. Celui-ci represente un peu plus que le cercle seul et, de meme, 
un peu plus que l’arbre seul. Le serpent qui avale sa propre queue signifie leur conciliation et leur 
synthese. Le cercle du serpent est un cercle vivant parce qu’il a de la vie et parce qu’il peut dormer 
de la vie. Le serpent place en cercle ne s’avale pas au sens propre parce qu’il ne serait, finalement, 
rien, seulement une simple absurdite. Comme les lions de la parabole de Schopenhauer sur la 
contradiction: deux lions furieux enfermes dans la meme cage se mangeraient Tun l’autre de telle 
maniere que finalement seulement les queues y resteraient. Mais le serpent en cercle englobe 
l’arbre, le vegetal et le difforme parce qu’il exprime peremptoirement le cycle de la mort et de la 
renaissance par la semence. Comme un serpent en cercle. 


156 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


A PAGE FROM THE HISTORY OF THE ROMANIAN FROM THE SOUTH OF 
THE DANUBE. THE MEMOIRS OF THE AROMANIAN GEORGE P. 

GHEORGHIU 

Claudiu Cotan 

Assoc. Prof., PhD, "Ovidius” University of Constanfa 


Abstract: The history of the Romanian population from the south of the Danube remains one of the most 
impressive a struggle for keeping their cultural identity, their language and religious traditions. The 
19th century marked in the history ofvlach population a period of national awakening. Under ottoman 
rule the aromanians requested to use their own language in schools and churches. Their request has 
been denied by the ecumenic Patriarchate, and also by the bulgarians, serbs, greeks, which refused to 
offer political recognition to the aromanians. With great difficulties, in the second part of the 19th 
century, started the establishment of the first schools in the south of the Danube. In large communities, 
with a majority ofvlach population, the romanian language was heard in churches. The romanian state 
has been heavly involved in the supported the vlachs and romanian priests, giving monetary help to 
aromanian teachers. The pressure due to the desintegration of the Ottoman Empire, and formation of 
new balkan states, forced some aromanians to move into Romania to begin a new life. 
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Secolul al XlX-lea a fost in istoria romanitafii sud-dunarene o perioada de permanente 
framantari etnice, culturale, politice si religioase. Ajunsa la constiinta propriei identitaji, 
populajia aromana, a creat, acasa §i in diaspora, cu ajutorul tanarului stat modem roman de la 
nordul Dunarii, institujiile care sa ii permita la inceputul veacului al XX-lea sa i se recunoasca 
dreptul de Ullah millet (vlahiko milled ) de catre sultanul Abdul Hamid al II-lea (1876-1909). 

In spatiul Imperiului austriac, la inceputul veacului al XlX-lea, diaspora aromanilor §i- 
a gasit mediul favorabil propriei afirmari unei activitaji prodigioase. Imparatului Francisc I 
(1768-1835), a oferit romanilor si vlahilor sud-dunareni posibilitatea de a-si fonda §coli proprii. 
in anul 1815, a luat fiin|a la Pesta o Societate a doamnelor romane, cu scopul sprijinirii 
infiintarii unor institujii scolarc. in a doua jumatate a secolului al XlX-lea, in urma a numeroase 
contacte §i vizite in satele romane§ti din Balcani, intelectualitatea romaneasca a creionat un 
proiect cultural-educational de amploare pentru salvarea romanita(ii sud-dunarene. in anul 
1858, dupa o calatorie in Balcani, Dimitrie Bolintineanu a intemeiat la Bucure§ti ziarul 
Dambovifa, la care colabora §i poetul Gr. H. Grandea, originar din Me^ove. in 1859, D. 
Cazacovici a publicat un apel catre aromanii din Principate, chemandu-i sa se organizeze spre 
a se intoarce in sudul Dunarii ca sa intemeieze §coli §i biserici romancsti. Ideea inliintarii unor 
§coli in limba romana pentm romanii din Balcani o observam la pa§opti§tii Nicolae Balcescu, 
Dimitrie Bolintineanu, Ion Ghica si Ion Ionescu de la Brad care, sesizand prezenta masiva a 
romanilor in sudul Dunarii, s-au gandit la aspectul educativ si religios 1 . 

Pentm salvarea romanitajii sud-dunarene s-au inceput primele demersuri in timpul 
domnitorului Al. loan Cuza. Dimitrie Bolintineanu a fost lui Fuad-Pa§a, ministm de exteme al 


'Adina Berciu-Draghicescu, Maria Petre, §coli $i biserici romanepi din Peninsula Balcanica. Documente (1864-1948), 
Editura Universitatii din Bucure?ti. Bucure?ti, 2004, pp. 12-13. 
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inaltei Porli, un memoriu in favoarea aromanilor. Autoritajile politice romane§ti au inaintat o 
adresa Imperiului otoman in 1860-1861, in care cereau imbunalalirca situajiei minoritajii 
romanesli din sudul Dunarii 2 . Curand dupa aceste demersuri, s-au infiinjat §i cateva institujii cu 
un rol foarte important in formarea de dascali pentru §colile romanesti la sud de Dunare. In anul 
1860 a luat fiinja la Bucure§ti Comitetul Macedo-Roman, cu misiunea de a pregati terenul 
emanciparii aromanilor 3 . In 1879, la Bucure§ti s-a infiin|at si Societatea de Cultura Macedo- 
Romana. Mihail Kogalniceanu, prim-ministrul Romaniei, a hotarat crearea unui fond din 
bugetul statului pentru ajutorarea bisericilor si §colilor romanesti din Balcani. §i ministrul 
Cultelor §i Instrucjiunii Publice, Dimitrie Bolintineanu, propunea trimiterea de fonduri pentru 
deschiderea de scoli romanesti in Balcani. In anii urmatori bugetul acestei act,iuni culturarle a 
crescut permanent 4 . 

In anul 1862, cu sprijinul financiar al Comitetului Macedo-Roman nou in fiinjat la 
Bucure§ti, s-a publicat o Gramatica aromaneasca, redactata de catre viitorul academician I. C. 
Massimu, absolvent al Seminarului Teologic de la Buzau. Arhimandritului Averchie de la 
Iviron, vlah de origine din Avdela, s-a pus in slujba luptei pentru drepturile vlahilor balcanici, 
prin conducerea Institutului Macedo-Roman pentru pregatirea dascalilor viitoarelor scoli 
balcanice, care a functional in perioada 1865-1870, pe langa manastirea Sfinjii Apostoli din 
Bucure§ti. In 1864, la Tarnova a fost deschisa prima scola romaneasca din sudul Dunarii, 
condusa de Dimitrie Athanasescu, pregatit la Liceul Matei Basarab din Bucure§ti 5 . 

Dupa Congresul de la Berlin din anul 1878, invatamantul romanesc in Imperiul Otoman 
s-a putut dezvolta intr-un cadru mult mai favorabil. Pentru conducerea acestor §coli, intre anii 
1878-1902, a functional la Bitola Inspectoratul General al §colilor Romane din Balcani, condus 
de invajatorul Apostol Margarit, institute inlocuita din 1902 de Administrate §colilor §i 
Bisericilor Romane din Turcia. Lupta de emancipare a romanilor din Balcani a atins maxima 
sa dimensiune la inceputul secolului al XX-lea 6 . 

Inca din anul 1862, I. C. Massimu solicita efectuarea unor demersuri in vederea restaurarii 
Arhiepiscopiei autocefale de la Justiniana Prima (Ohrida) pentru ca vlahii sa aibe proprii lor 
preoji. Catre finele secolului, Patriarhia ecumenica s-a implicat in lupta anti-romaneasca din 
Balcani prin exercitarea unor presiuni asupra clerului. De§i mulp preoji sufereau persecujiile 
grecilor §i ale bulgarilor, numarul bisericilor aromane a fost in continua crcstcrc. In mai 1891, 
aromanii din comunele Avdela, Samarina, Kerbene, Numphaion, Prilep, Kruscvo, Gope§, 
Malovi§te, Magarevo §i Trnovo au adresat Porjii petijii cerand crearea unui episcopat al 
vlahilor. Mai mult decat atat, in anul 1896, delegap ai comunitajilor aromane§ti au semnat un 
protocol prin care alegeau drept mitropolit al aromanilor din Turcia pe Antim al Ohridei. 
Patriarhia ecumenica s-a impotrivit 7 . 

De§i nu au reu§it infiinjarea propriei Biserici, la inceputul veacului XX s-au aratat §i 
roadele eforturilor de emancipare cultural-religioase a aromanilor. Iradeaua sultanului din 9/22 
mai 1905, recuno§tea minoritajii romanesti sud-dunarene statutul de millet cu drepturi garantate 
de statul otoman. Rapida prabusire a Imperiului otoman §i constituirea statelor naponale 
independente, conflagratiilc mondiale §i regionale ale secolului al XX-lea au dispersat si 
dezradacinat populatia vlaha, facandu-o astazi sa fie mult mai redusa numeric. 


2 Max Demeter Peyfuss, Chestiunea aromaneasca. Edit. Enciclopedica, Bucure§ti,1994, pp. 34-35. 

3 Gheorghe Zbuchea, O istorie a romanilor din Peninsula Balcanica, Edit. Biblioteca Bucure§tilor, Bucure§ti, 1999, p. 50. 

4 Adina Berciu-Draghicescu, Maria Petre, §coli fi biserici romanesti din Peninsula Balcanica. Documente (1864-1948), pp. 

12- 13. 

5 Max Demeter Peyfuss, Chestiunea aromaneasca, pp. 36-39. 

6 Adina Berciu-Draghicescu, Maria Petre, §coli $i biserici romanesti din Peninsula Balcanica. Documente (1864-1948), pp. 

13- 15. Mihai Sasaujan, „Aspecte ale viepi culturale §i biserice^ti la aromanii din sudul Dunarii in secolul al XlX-lea”, in 
Revista Teologicd, nr. 4, 1995, pp. 64-80. 

7 Max Demeter Peyfuss, Chestiunea aromaneasca, pp. 36-39. 
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Tesiunile politice produse de demersurile aromanilor pentru a-§i infinta un episcopat §i 
pentru a folosi in cult limba romana au cunoscut un moment tragic in noaptea Invierii Domnului 
din 1914, cand bande de grecomani §i antarji au atacat cartierul romanesc din Korita, Hind 
maltrataji §i uci§i mai mulji aromani printre care si preotul Haralambie Balamace 8 . 

In timpul razboiului au avut de suferit de pe urma acpunilor militare din Balcani si 
meglenoromanii la fel ca §i ccilalti romani din sudul Dunarii. Meglenoromanii din localitatea 
Huma au fost evacuap in satele sarbcsti din jurul orasului Aleksinac, unde au ramas pana la 
sfarptul razboiului, iar cei din localitaplc Lumnija, Cupa, 0§ani, Lugunja, Berislav §i Nanta au 
fost evacuap, parte in teritoriul bulgaresc, unde au suferit de pe urma ostilitapi bulgarilor, parte 
in jurul Salonicului §i in insulele grecepi. Bandele de greci au trecut p la pradarea si incendierea 
caselor meglenoromanilor, reghiziponarea vitelor si alimentelor fara despagubire. De pe urma 
acpunilor teroriste au avut de suferit si bisericile, unele Hind chiar distruse, iar cartile bisericepi 
p cele didactice au fost arse 9 . 

Acpunilc abuzive ce au afectat viata aromanilor au continuat p dupa razboi, cand 
meglenoromanii musulmani din Nanta au fost transferap in Turcia la Edime, Kirklareli si 
Babaeski. Dupa tratatul de la Lausanne, statul grec a trecut la aplicarea refonnei agrare. Din 
aceasta cauza o parte a romanilor care si-au pierdut pamanturile prin reforma agrara a statului 
grec au fost colonizap in Cadrilater 10 . Macedoromanii au jucat un rol extrem de important in 
istoria Dobrogei, cu imense contribupi la viaja socio-economica din Romania. Aceasta 
minoritate etnica aduce §i astazi o anumita frumuseje socictapi romane§ti. 

Statutul de minoritate etnica a aromanilor si dreptul la autonomie culturala au fost uitate 
dupa cel de-al doilea razboi mondial de guvernele comuniste din tarile balcanice intrate in sfera 
de influenta a Uniunii Sovietice. Guvernul comunist de la Bucure§ti s-a grabit sa-§i declare 
dezinteresul faja de „chestiunea romaneasca”. Chiar §i romanii din Balcani au ajuns la randul 
lor la sciziune pe baza diferenjelor culturale si a modului in care ip vedeau propriul viitor. 

O pagina din istoria romanilor din sudul Dunarii ne este oferita de memoriile unui fost 
primar al orasului Ovidiu, George P. Gheorghiu, care i§i doarme somnul de veci in cimitirul 
orasului pe care 1-a condus. George P. Gheorghiu a murit in luna iunie a anului 1945, la pupn 
timp dupa dupa ce i§i scrisese memoriile pe care le-a lasat copiilor sai. Unul dintre fii acestuia, 
Petre Gheorghiu a ajuns primar al orasului Ovidiu in anii comunismului §i tatal sau, Petre 
Gheorghiu fusese primar al localitajii Canara - Ovidiu. 


Memoriile aromanului George P. Gheorghiu 

„Dupa spusele tatalui meu Petru Gheorghiu si a unchiului meu Lazar, fratele mai mare 
al tatalui meu, familia noastra este dupa cum urmeaza: 

Strabunul meu, adica bunicul tatalui meu se numea Hristu Gravu, originar din comuna 
Selja din Epir, iar sopa lui, Domnica, era din Blap, aromani gramostcni. Numele de Gramostcni 
se trage de la Munpi Gramopea si la ale caror poale se afla comuna Gramostca. Avand patru 
copii primul Gheorghe (Iorgache), care a fost bunicul meu, al doilea Nicola, al treilea Dimitrie 
§i al patrulea Athanase. Primii doi, adica Iorgache si Nicola, in anul rcvolupci grcccpi din anul 
1821 s-au inrolat ca voluntari la greci ca sa lupte contra Semilunei, adica Imperiul turcesc, 
pentru crcdinta si patrie §i pentru a elibera Epirul de sub jugul turcesc... Cum acest ideal insa 


8 Adrian Nicolae Petcu, „Viata religioasa a romanilor din Balcani”, in Autocefalie $i comurtiune, Ed. Basilica a Patriarhiei 
Romane, Bucure?ti, 2010, p. 521. 

9 Virgil Coman, „Considerapi privind meglenoromanii in timpul Primului Razboi Mondial §i in perioada imediat urmatoare”, 
in Analele Dobrogei, anul IX, 2006-2008, Constanta, p. 203. 

10 Virgil Coman, „Considera^ii privind meglenoromanii in timpul Primului Razboi Mondial §i in perioada imediat 
urmatoare”, p. 208. 
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nu s-a realizat decat in parte, eliberandu-se numai vechea Elada, iar Epirul ramanand mai 
departe tot sub jugul turcesc, a trebuit sa se refugieze in Macedonia, cu cei patru feciori si s-a 
stabilit in comuna Tamova, la 8 kilometri de orasul Bitolia, capitala Vilaetului Monastir. Bitolia 
pe turce§te se numea Monastir, pentru a scapa de urgia satrapului tiran Ali Pa§a Tepeleni din 
Ianina, capitala Epirului, care a trecut prin foe §i sabie majoritatea satelor cre§tine§ti din Epir, 
sub pretext ca au luptat contra Semilunei. 

Atunci foarte mulji crestini aromani si albanezi s-au refugiat in Macedonia, unde era pe 
atunci ca vailiu (guvernator) Iusuf Pa§a, supranumit Gheaur Pasa pentru bunele sentimente ce 
le nutrea pentru supu§ii crestini. Se zicea ca ar fi fost din parinji crestini, de origina albaneza, 
care trecusera nu de mult la islamism. A§a se explica de ce mulji crestini din Epir au trecut in 
Macedonia unde erau mai pupn prigonip. 

Aici cand au venit strabunul meu cu familia, Iorgache si Nicola, care au fost ca voluntari, 
purtau inca pe cap distinctivul port cu capela de voluntari grece§ti, pe cand ceilalp doi frap, 
Dimitrie §i Athanase purtau fes, portul locului. Pentru acest motiv au fost porcclip de catre 
tamoveni Iordache §i Nicola „Grecu”, pe cand ccilalp frap §i-au pastrat numele de familie de 
„Gravu”. Azi in Tarnova este familia lui Nicola (Colciu) Gravu.... 

Tatal meu Petru §i frapi lui Lazar, Vanghelie si Tache §i-au pastrat numele de Grecu, 
pana la plecarea lor din Macedonia. Se numeau frapi Iorgache Grecu cand au fost tree up in 
pasaport cu numele de Petru Gheorghiu, fara numele de familie sau cel pupn porecla, caci la 
turci a§a se obisnuia pe atunci, nu se pnea seama de numele de familie, ci numai de numele 
tatalui. De aceea s-au inserts aci cand au venit §i au fost stabilip si improprictarip cu numele de 
pe pa§aport de Petru Gheorghiu de§i puteau foarte bine sa-si adauge frumosul nume de familie 
„Gravu” sau cel pupn porecla de „Grecu”. Ca oameni mai simpli §i neprevazatori n-au dat 
important,;! acestui fapt, care pentru noi, urma§ii lor, ar fi fost un lucru placut.... 

Bunicul meu Iorgache s-a casatorit in Tamova cu Zaha, nascuta Mocian sau Mojan, 
romanca din comuna vecina Megarova. Se zice ca ar fi fost ardelean dupa numele de familie 
sau porecla Motan, cum erau poreclip de catre megaroveni si tarnoveni. Chiar eu cand eram 
copil, cam de 8-10 ani ma duceam cu bunica mea Zaha de mana la tatal ei, Ion Mojan §i 1-am... 
ca purta sarica alba si cojoc (pieptar) §i cu plete la cap, port care nu se asemana cu portul 
gramostenilor §i far§eroplor din Megarova §i Tarnova. Aceste doua sate erau sate mari care pe 
harta cand eram la scoala greaca erau trecute ca ora§e, pe care le despartca un rau, ce izvora din 
lacul de pe platoul Muntelui Peristera (porumbija), de la 1500-2000 metri inalpme, care se 
numea Valea Mare. Aceste doua sate se compuneau de romani, numai in Tamova, chiar 
mahalaua noastra avea vreo 15-20 familii de albanezi mahomedani, cu care ne impacam foarte 
bine, fund vecini cu ei. Ace§ti albanezi mahomedani vorbeau limba noastra romana si i§i 
trimiteau copiii la §coala romana. O preferau in locul celei greccsti pentm ca cuno§teau limba 
romana. Megarova avea 600 de case, iar Tamova 560 de case, insa cum acolo se ducea o viaja 
patriarhala, fiecare casa avea mai multe suflete. Megarova incepea de la poalele Muntelui 
Peristera, iar Tarnova se intindea la vale pe raul Valea Mare, spre Bitolia inspre rasarit, pana la 
campia satului Dihova, care se afla intre Bitolia si Tarnova. In satul Dihova compusa 
majoritatea din slavi se afla o mare fabrica de Jeseturi, care se folosea (manata) de caderea 
apelor raului Duvregic, care izvora tot din Peristera, dar mai mare ca Valea Mare a noastra. 
Acest rau curgea prin mijlocul orasului Bitolia, asa cum curge Dambovija la Bucure§ti. Tofi 
lucratorii fabricii erau romani din satele noastre, fund la numai trei kilometri de Tarnova §i avea 
peste 100 de lucratori. Tot aci se aflau si dra§tele si batanile (piua). Primele erau pentm baterea 
velintclor, tiflijelor si flocatelor. Dcstrcala era un fel de groapa (bazin) rotund cu un diametru 
de 3-4 metri §i tot atat de adanca, captu§ita la pereji cu scanduri de stejar. Acolo se arunca 
vclintcle §i se bat prin caderea apei care vine printr-un apenduct ce cadea de la o inalpme mare 
§i se bat numai cu aceasta cadere de apa, unde se produce un zgomot asurzitor ca un cazan care 
fierbe, cu spuma facuta de caderea apei. Asta se facea numai in anumit timp din lunile mai si 
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iunie, cand apele sunt potrivite, nici reci, nici calde, iar bStSnile (piua) erau pentru §aiac (dimie). 

Satele de mai sus pomenite, Megarova si Tarnova se ocupau cu crcstcrca odor. 
Majoritatea erau negustori §i mcscriasi, ca argintari, arSmari (cSldSrari), cofetari, cizmari, 
crodori. Mai cu seamS croitoria de abale o preferau, adicS haine groase de lanS. Femeile lucrau 
lana §i fSceau saiac (dimie) si tot felul de (csSturi groase.... Toate astea le lucrau barbatii in 
prSvSliile lor din Bitolia, care se aflau toate pe o stradS principals din centrul ora§ului, ce se 
intindea de-a lungul raului Dragor, care curge prin mijlocul ora§ului Bitolia. Strada se numestc 
Vlah-Ciarsi sau Piafa valahS (romaneascS). Acestea fumizau Macedoniei, chiar §i Albaniei 
imbrScSminte cu portul specific fiecSrui popor. Trebuie sS se §tie ca acolo §i in timpul verii 
oamenii poartS tot haine de lana. De aceea ai no§tri faceau afaceri bune cu industria lor casnicS 
§i mai cu seama ca pe apa raului Valea Mare care curgea prin satele de mai sus, Megarova si 
Tarnova, se aflau mai multe fabrici de (csSturi cu lucrStori §i lucrStoare din satele de mai sus. 
Erau §i patru fabrici de gSitane, din care douS erau ale bunicului meu Ionache Delinu§i, una la 
Megarova si alta in Tarnova. Bunicul meu, Delinu§i era fumizorul armatei turce§ti care 
intrebuinfa gaitane multe la uniforme, dar mai cu seama pentru albanezi si far§irofi, cu portul 
lor specific ce era incSrcat cu gaitane. 

Aici industria casnica era mult dezvoltatS. Femeile primeau lana de la furnizorii armatei 
§i dSdeau siac, dimie bStutS la piua, §i li se plStea mana de lucru. §i mulfi negustori dSdeau lana 
pentru ciorapi, §tiut fiind ca acolo turcoaicele nu se ocupau, cSci nu erau indemanatice la 
lucratul lanii, asa ca toatS Turcia mai cu seama ora§ele, purtau pe atunci ciorapi de lana lucrati 
de romancele noastre. Negustorii de ciorapi faceau mari afaceri, cum era bunSoarS Ionachi 
Dalla din Megarova, mare negustor de ciorapi, cu centrala la Constantinopol, un mare magazin, 
care se numea Ciorapci Han, care fumiza Stambolului §i Anatoliei. L-am vizitat §i eu pe acest 
Ciorapci Han, care era mai totdeauna aglomerat.... Ionachi Dalla era tatal cunoscutului 
comerciant Sterie Dalla din Constanta. 

Tatal meu s-a casatorit la inceputul anului 1847, in Tarnova, cu Anastasia (§iana) fiica 
lui Ianache si Agoricea Dclimusi, aromani gramosteni din Tarnova, iar eu m-am nascut la finele 
anului, in decembrie 1874, in Tarnova. 

In anul 1864 s-a deschis prima §coala romaneasca, ca scoala particulars, fiindca 
autoritatilc §colare grece§ti se opuneau §i puneau tot felul de piedici pe langa guvernul turc, de 
la care grecii aveau mari privilegii. A trebuit sa se recurga la acest true, adica §coala sa fie 
particulars. Astfel, prima §coalS romanS s-a deschis in casele bunicului meu Ianachi Delimu§i 
din Tarnova §i prima elevS a fost mama mea §iana, impreunS cu alti copii tot din familia 
Dclimusi, cSci erau patru frafi Ianache, Gheorghe, Nicola (Cusiu) §i Halciu, care aveau 
numero§i copii si au populat §coala cu prima clasS din capul locului. 

Primul invSfStor a fost Dimitrie Athanasescu Hagiu, fiul lui Athanase Hagiu din 
Tarnova, iar Cu§u, fratele bunicului meu Ianache Dclimusi, era cSsStorit cu Fancea, sora lui 
Dimitrie Athanasescu invSfStorul. Fancea este mama unchiului meu Tache Dclimusi, vSr bun 
cu mama mea. A lucrat la Bazarcic, iar astSzi in Bucure§ti este funefionar la Ministerul 
LucrSrilor Publice. De aceea familia Dclimusi, fiind rudS prin alianfS cu tanSrul dascSl roman 
Dimitrie a procedat la deschiderea scoalci romane§ti din Tarnova, ca sS-1 incurajeze pe Dimitrie, 
care sosise din Bucure§ti, unde invSfase carte, fiind indemnat de marele invSfat, profesorulul 
Urechea. 

Mai tarziu, dupS ce s-a obtinut iradeaua (decretul imperial) pentru recunoa§terea 
deschiderii scoalci romancsti din Tarnova, se rccunostca si natia romanS, la fel ca celelalte nafii: 
greci, bulgari §i sarbi. De acum au intrat §i romani in randul celorlalte natiuni mai sus pomenite 
(ca minoritari). 

Mai pe urmS, dupS recunoa§terea romanilor §i scoalii romancsti oficial, InvSfStorul 
Dimitrie Hagiu a construit un nou local de scoalS, chiar in curtea §i pe locul caselor pSrinfilor 
sSi, in centrul satului Tarnova, unde am invSfat §i eu §coala. In primele douS clase ne preda, sau 
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mai bine zis, ne explica si in dialectul nostru (aromanesc). Chiar eu cand m-am dus la scoala 
ftiam de la mama mea Tatal nostru in dialect fi care suna astfel: 

Tatal a nostru care epi in fer, sjinfeasca numa-Ta, 
fie imparafia-Ta,facasa vrearea - Ta, precum in fer ap-si pre loc, 

Painea a noastra a(ea de tuti dilele 

da-ne-o nou astazi p na iarta a noua stepsurile a noastre, precu p noi li ertam stipsiailor a 
nopri p nu ne du§e tupirasma, p nea scapa de atel arau. Amin! 

Invajatorul Dimitrie Hagiu trebuie considerat ca un adevarat apostol al neamului sau 
romanesc din care facea parte, fund primul dascal al scoalii romanefti in Macedonia. A fost un 
tanar cu multa vlaga fi rabdare, care a putut suporta toate prigonirile din partea dusmanilor 
neamului, care au fost chiar din firapi nostri, ratacipi si renegapi grecomani. A fost huiduit fi 
batjocorit, el insa pe toate le-a suportat cu rabdarea unui martir. Ratacifi i s-au convins, trezindu- 
se si vcniti la simjul realitapi, ca tanarul invajator roman nu urmarea fi nu voia decat binele lor 
fi al neamului sau romanesc. Astfel, mai tarziu scoala a progresat, infiintandu-sc fi scoala de 
fete, dupa sistemul scolilor grecefti, care erau bine organizate. Scolilc de fete erau aparte si nu 
la un loc (baiep fi cu fetele), a§a cum era la inceput scoala romana fi care la inceput nu era 
ingaduit. 

Asa ca, dupa capva ani, scoala s-a populat, incat devenise neincapatoare, inliintandu-sc 
mai multe posturi, ajungandu-le pe cele grece§ti, care erau bine organizate, fiind vechi de sute 
de ani. Acestea faceau propaganda cu tot felul de piedici §i calomnii, ca am fi papista§i, ca 
primim bani de la papa, neavand biserica si ca ne inchinam ca papistasi §i altele multe, ducand 
lumea in eroare, pentru ca se temeau de romani.... 

Spre nenorocire a venit razboiul balcanic din 1913, cand Macedonia a fost dezmembrata. 
Astfel ca sarbii, greci, bulgari §i albanezi care au pus mana pe frumoasa noastra Macedonie n- 
au mai tolerat §colile si bisericile romane§ti. Din aceasta cauza au fost ncvoiti atunci sa se 
expatrieze, venind in Jara-muma, unde credeau ca vor fi primiti si imbraji§aji de frap, a§a cum 
au vazut ei la greci, care i-au primit pe conaponalii lor (rap cxpatriap din Turcia (de cand cu 
schimbul populate intre aceste doua (ari) §i care mulji dintre ei nici ca cuno§teau limba greaca, 
ci vorbeau §i se purtau turce§te.... Fratii no§tri nu numai ca nu ne-au primit cu bine si dragostea 
frajeasca, ba din contra ca colonistii macedoromani au fost chiar prigoniti de catre autoritaji, 
sub diferite pretexte politice. In acelasi timp erau persecutaji si de populajia ba§tina§a, care a 
luat exemplu de la autoritap. 

Nici pana azi n-au fost improprietariti si stabili(i ace§ti expropiap de avutul lor.... Ai 
no§tri in loc sa ia exemplu §i sa-i imite pe vecinii nostri, au taraganit in(iinland comisariate si 
para-comisariate cu posturi, cu o pleiada de functionari gras platiji, in dauna (arii si a 
colonistilor, care au fost speculap si persecutaji. 

Poate ca acum, cu actualul regim democratic, se va imbunatap si soarta colonistilor 
macedoneni. Caci nu vrem decat binele tarii noastre mume §i al frajilor nostri din regat, care 
de-abia de acuma au inceput sa ne cunoasca, cand am venit cu ei in contact mai apropiat, in 
vechea Dobroge, convingandu-se ca suntem oameni de ordine, buni romani si cetajeni, luptand 
§i facandu-ne datoria catre patrie, cu toata dragostea §i cu patriotism, atunci cand patria ne-a 
chemat ca s-o aparam, in ciuda celorlalte neamuri straine de care am fost barfip, infajisandu-ne 
ca pe ni§te elemente rele. Mulp frap de-ai nostri care inca nu ne cunoscusera bine, aplecau 
urechea §i luau de bune toate calomniile barfitorilor straini, care aveau interes sa ne dezbine, ca 
apoi sa pescuiasca in apa tulbure, pentru ca ei prevad ca macedonenii sunt economi, 
indemanateci la comerj §i in toate, nu sunt bcpvi fi imorali, ducand o via|a morala fi patriarhala. 
De ei se tern barfitorii, ca acuma sau mai tarziu le vor lua locul, afa cum a fost in Cadrilater, ca 
in scurt timp au romanizat acolo aproape tot comertul in binele nostru fi al tarii.... 

Eu m-am casatorit in 1899, la Canara - Ovidiu, fiind inca militar calaraf cu schimbul in 
Contigentul nr. 1898, Regimentul 19 Calarafi - Constanta. M-am casatorit cu Vasilichia Sterie 
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Altiparmac, originara din Tarnova, vcniti in tara odata cu mine in anul 1890. Familia Altiparmac 
erau stabiliji la Popepi, jud. Ramnicu Sarat. Din Popepi am luat-o pe sojia mea Vasilichia. Am 
cu ea patru copii, pe Mija, Zoe, Petri§or p Ionel. Sojia mea a incetat din viaja, in anul 1908, din 
cauza unei pneumonii. M-am recasatorit in acelap an, 1908, in Tarnova, cu Catina Tache 
Dumitru Sarafu din Bitolia p am cu ea doua fete, pe Anastasia si Elenuja. 

Poate ca va veji intreba de ce top acepia ai nostri au plecat din comuna natala Tarnova 
p din Bitolia, la Salonic si Fiorina. Cauza este ca locurile noastre au ramas sub sarbi din timpul 
razboiului balcanic din 1913 si cum sarbii sunt foarte §ovini n-au mai permis alte §coli, decat 
numai in limba lor sarbeasca. La fel au procedat si cu bisericile. Din cauza asta au emigrat parte 
in Grecia (Macedonia greceasca), unde §colile si bisericile au fost in parte tolerate p respectate 
de greci. Dar majoritatea au venit in patria muma, Romania. Parintii mei au murit la Canara, 
mama la 4 decembrie 1908, iar tata la 22 decembrie 1927, in etate de 82 de ani. 

Dupa stabilirea in satul Canara, unde acum aveam proprictap, tatal meu a fost primul 
roman ce s-a stabilit cu frapi lui Lazar si Tache in acest sat p a fost numit primar in anul 1883 
p a continuat sa funcjionczc mai mulp ani, in mai multe randuri. 

In anul 1884-1886 s-au facut colonzarea in masa a romanilor din judejele Braila si 
Ramnicu Sarat in Canara. La sosirea lor pe aceste meleaguri, drumurile erau de pamant, sosca 
nefiind nicaierea. Prima §osea Constanja-Tulcea s-a lucrat in anii 1882 si s-a terminat in anul 
1885. La 1882, cand a inceput lucrarea sosclci, a fost data in porpuni la mai mulp antreprenori. 
Una din aceste porpuni de 10 kilometri Constarpa-Canara a fost luata de tatal meu, in tovarape 
cu antreprenorul Cosma Dusi din Constanja, care a inceput lucrarea de la Constanta inspre 
Canara, iar tata de la Canara inspre Constanta. Avand mai mulp lucratori a trebuit ca tata cu 
frapi lui laolalta sa infiintczc o cantina si cu toate cele trebuincioase. A§adar cand a venit in 
Canara, Comisia de improprietariri a gasit pe tata cu frapi lui aici in Canara, unde au fost si 
improprietarip. Din amintirile mele, comuna se numea Palas si se compunea din satele Canara, 
Palas, Anadolchioi, p catunul Horoslar (azi satul Coco§). 

Re§edin(a comunei pana in anul 1884 a fost la Anadolchioi. In urma unui incendiu care 
a distrus localul primariei cu toata arhiva, re§edin(a s-a mutat in Canara, in urma staruinjei 
tatalui meu care era primar in Canara.... Incendiul a fost provocat de notarul localitapi pentru 
a-p ascunde fraudele comise. Notarul in chestiune se numea Pandeli, un tanar prezentabil p 
inteligent, spunea tata, insa cu apucaturi rele, placandu-i vinul, muzica p femeile. Fiind p 
casierul comunal probabil sustrasese bani din casa comunala p ca sa scape de control a gasit cu 
cale sa-i dea foe primariei, care era o casa veche turceasca, acoperita cu stuf. Casa a ars cu 
arhiva cu tot. Tata Hind primar a fost anuntat de un trimis calare la Canara.... S-a dus imediat 
la fa(a locului p dupa cercetari, banuielile p indiciile au cazut asupra notarului. S-a constatat 
ca el era autorul incendiului p spunea tata ca pe langa actele dresate i-a aplicat p ... o bataie 
sora cu moartea. A fost judecat p condamnat la mul(i ani inchisoare, spre marea satisfaejie a lui 
conu Mihalache (Kogalniceanu), care aflase de bataia primita de acesta de la primar. 

In anul 1893 a inceput exploatarea carierelor de piatra din satul Canara, care a servit la 
construcjia portului Constanja, dupa inipati va marelui rege Carol I. Construcjia portului a fost 
in c red in tata p inceputa de o mare firma franceza „Compani Hallier”.... Lucrarea a inceput cu 
mare activitate, facandu-se p linia de cale ferata Port-Cariera, cu lucratori straini, ciuplitori de 
piatra p mineri italieni, francezi p de alte neamuri (romanii nopri pe atunci nu prea se bagau 
la piatra). Lucrarea era condusa de catre tehnicieni francezi, ingineri p supraveghetori, care 
lucrau ziua p noaptea, cu peste 1000 de lucratori, avand o cantina mare p spatioasa, unde luau 
masa cu sutele de lucratori. Antreprinorul cantinei era Iancu Giovani, grec din Constanja, fiul 
lui Dumitru Giovani, care avea „Fabrica Veche”. Aveau firma lor frapi Giovani, unde se fabrica 
pe atunci renumita Mastiha de Hio. Tanarul Iancu Giovani studiase p la Paris, deci cunopea 
bine limba franceza. Era bine organizata aceasta cantina unde luau masa p ingineri francezi p 
italieni, avand bucatari p bucatarese italience, care le gadeau mancarile lor specifice. 
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Eu eram furnizorul de paine pentru cantina. Luau zilnic 500-600 paini, din care 200-300 
franzele albe, jimble pentru francezi §i italieni care consumau numai jimbla. La Canara pe 
atunci era un mare trafic, se in fiintascra vreo douasprezece carciume si restaurante in sat, trei 
macelarii care taiau zilnic mai multe vite mari, patru-cinci cafenele, trei frezerii, mai multe 
cizmarii si cateva bacanii. Pe langa brutaria noastra s-au mai facut inca doua. Toate astea au 
mers bine pana in anul de mare seceta generala din fara, 1899, cand aceasta lucrare a stagnat, 
incetand si plafile care le facea regulat la doua saptamani. La urma a intarziat, adica au astcptat 
§ase saptamani. Negustori care dadeau lucratorilor pe credit pana la plata, de data asta a trebuit 
sa-i intrctina §ase-§apte saptamani, cand negustorii au incetat cu intrctincrca lucratorilor.... Au 
ramas in Canara numai vechi bastinasi negustori care erau proprietari, cum am fost noi care 
aveam facute camere (case) speciale pentru lucratori, cu peste 30 de incaperi inchiriate la 
aproape 200 lucratori italieni si muntenegreni, pe care le dadeam pe credit pana la plata. Am 
pierdut si noi 600 poli, 12.000 lei. Pe atunci aceasta suma reprezenta o avere, noi insa aveam §i 
alte resurse, fiind plugari §i proprietari de oi §i vite.... 

In anul 1925 s-a construit canalul dintre Sutghiol si lacul Ta§aul, in urma inifiativei si 
staruinfei domnului Nicolae Cergau, care a fost mulfi ani primar in comuna Cicarei (Sebioara) 
cu cele trei sate care se afla in jurul lacului Tasaul: Carachioi (Navodari), Tasaul (Piatra) si 
Palasul Mic. Canalul este facut din tuburi de ciment hidrauilic, cu un diametru de circa 1 metru, 
care curge din Sutghiol in lacul Ta§aul. Sutghiolul era mai sus cu aproape doi metri §i alimenta 
lacul Ta§aul cu apa dulce, spre avantajul celor patru sate. Lacul cu apa salcie cum era a devenit 
apa dulce, unde acum adapa cirezile de vite §i turmele de oi §i uda gradinile de zarzavat cu apa 
dulce. 

Dupa aceasta opera, vazandu-se foloasele aduse de acest canal, din initiati va raposatului 
Calinescu, care era revizor al pescariilor statului, s-a facut si un al doilea canal de la Sutghiol 
la lacul mic Tabacarie, langa Anadolchioi, un canal simplu, sapat (un sant) unde s-a format un 
parau care curge din ghiol in lacul Tabacarie, care §i el din sarat cum era a devenit dulce, luand 
liinja in jurul lui gradini de zarzavat. Acum lacul se varsa in mare, fiind si el mai sus ca marea, 
precum §i ghiolul este mai sus ca lacul mic pe care i-1 alimenteaza cu apa dulce. Ca §i in lacul 
Tasaul s-au inmulpt pe§ti§ori care se stricoara prin canal din Sutghiol, care are numeroase si 
mari isvoare de apa. Cel mai important izvor este acela de la Caragea-Dermen (Moara lui 
Caragea), unde acum s-a construit uzina de apa, de unde se alimenteaza orasul Constanja cu 
apa potabila. Aici pe vremuri era o moara (pe care am apucat-o si eu) cu o piatra care se afla la 
malul ghiolului, unde se varsa acest parau... care punea in mi scare moara lui Caragea. Proprietar 
era Iosif Toma, unchiul lui Avram din Rasova (de origine albanez), care a fost vanduta cu tot 
terenul de 14 hectare comunei Constant^. 

.... Canara, numit dupa stancile de piatra ce se afla la marginea satului si care stand se 
numesc in turce§te canara, (a primit) de Ovidiu, probabil de la insula lui Ovidiu, unde se zice 
ca Ovidius ar fi locuit cand a fost exilat pe aceste meleaguri, pustii §i salbatece.... De la 
debarcaderul insulei §i pana in mijloc, unde se afla casuja §i cei 4 stejari batrani, era o alee 
plantata cu vi(a urcatoare de coarna pe ambele parti si cu trandafiri rosii §i albi pentru dulceaja.... 
Kiose Memet fiind bun prieten cu tata ne aducea in fiecare an trandafir pentru dulceaja si 
struguri de coarna. Era o frumuseje, iar de indata ce puneai piciorul pe insula credeai ca te afli 
intr-un pare bine ingrijit. Ce jena era numarul mare de tot felul de pasari, §i mai cu osebire 
ciori, .... pe care turcul Memet nu le suferea si aducea baieji din sat sa le strice cuiburile in 
fiecare primavara, avand mila sa le ucida (impu§te). 

Insula era des vizitata de constanjeni §i unde se facea mari petreceri mai cu seama la 
Sfantul Gheorghe §i 1 Mai. Mai era vizitata si de mul(i turi§ti straini care veneau la bai de mare, 
mergeau prin Palas §i Canara cu barcile pcscarcsti si mai tarziu, cand au luat (iinta bade de la 
Mamaia, venea direct de la bai cu barcile care se aflau acolo, anume pentru escursie pe lacul 
Sutghiol. In anul 1903 a fost vizitata si de regina Elisabeta, insotita fiind de doamna de onoare 
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§i de o mica suita, atasat fiind pe langa regina capitanul Mihuja din Marina Regala, aroman- 
macedonean din Mejova (Pind), un barbat cam de 30-35 de ani chipe§ §i istej, poliglot, cu o 
cultura aleasa, facandu-si studiile in strainatate, in F rant a §i Gennania, bun priten al meu. Fiind 
prieten cu capitanul meu Dascalescu din Regimentul 9 Calarasi, am fost si eu bine vazut de 
capitanul meu Dascalescu. Se tragea dintr-o mare familie de celnici (mari crescatori de oi §i 
vite) cu bun renume in Macedonia, Epir §i Thesalia unde se ducea iarna cu oile §i vitele la iemat. 

Ca subprefect al plasei Constanja era Zadic, care venise in Canara cu o zi inainte, ca sa 
pregateasca §i sa ia masurile de rigoare pentru primirea reginei. In unire cu inginerul 
Constantinescu din cariera statului, a D.P.M Constanja, s-a improvizat un mic, dar frumos 
debarcader chiar in lata caselor noastre.... S-a nivelat drumul facandu-se o mica si dreapta §osea, 
cu lucratori de la cariera, fiind asternuta cu de§eu si povazuata cu drapele tricolore. La 
debarcader, la ghiol era asteptata de patru barci de la marina regala, venita special din portul 
Constanta, de pe nava §coala bricul Mircea, cu marinari alcsi si bine cchipati. 

Regina a coborat din trenul de pe linia Constanja - Port - Cariera Canara. Eu eram ajutor 
de primar. Primar era Fatu, insa fiind bolnav, eu inlocuiam pe primar. Eu eram deabia ales, tanar 
fara expcricnta, abia eliberat din armata, sub prefectul Zadic (pretorul cum se numeric azi) care 
venise din ajun, m-a indrumat si invajandu-ma cum trebuie sa ma prezint Reginei §i s-o 
intampin cu traditional a paine §i sare, fiind incis cu csarfa tricolora de primar. 

La debarcader erau insiraji pe o parte elevii scoalii, invajator fiind Cristea Tunaru, iar 
pe cealalta parte era Hogea Abit Memetcea cu elevii lui tatari §i multa lume, populate, mai cu 
seama femei romance §i tatare. La coborarea din tren, regina a fost aclamata cu urale de catre 
populate si cu imnul regal, cantat de scolari. Eu am intampinat-o cu traditionala paine cu sare 
pe o tava frumoasa de argint, imprumutata de la nasul meu, marele proprietar Ionita Dumitrescu 
din Palas, urandu-i bun venit, spre marea mul turn ire a lui Zadic (subprefectul) ca nu 1-am dat 
de rusine (fiind un om foarte protocolar). 

Imediat dupa mine a intampinat-o pe regina §i sojia mea Vasilichia, cu un frumos buchet 
de flori, aplecandu-se si sarutandu-i mana, urandu-i bun venit. Ca amintire i-a oferit reginei o 
camasc de borangic lucrata artistic, cu matasa prodata in stil macedonesc si cu o pereche de 
ciorapi specific maccdonesti. Regina le-a primit bucuroasa multumindu-i si intreband-o: „Sunt 
lucrate de dumneata?” I-a raspuns: „Majestate, camasa este lucrata de mine, iar ciorapii de 
mama mea in Macedonia, acesta este portul romancelor macedonene”! „Cum, dumneata esti 
macedoneana?” „Da, Majestate!” A mai intrebat: „Esti domni^oara ?” „Sunt casatorita 
Majestate, chiar dansul, primarul este sojul meu” aratandu-ma cu mana, eu fiind aproape. 
Regina intinzandu-mi mana, eu aplecandu-ma cu respect, sarutandu-i mana. Spunand regina ca: 
„Ma bucura ca pot intalni in Dobrogea o pereche de tineri macedoneni a§a de potriviji”, 
zambind si mangaind-o pe Vasilichia pe obraz (eu aveam 26 de ani, iar so(ia 21 de ani) §i 
spunandu-i capitanului Mihuja, care o in so tea de aproape, sa noteze numele nostru. “Da, 
Majestate!, a spus capitanul Mihuja zambind, imi este cunoscuta familia Gheorghiu, fiind 
compatrioti mei, caci si eu sunt de la Pind”. Probabil ca 1-a mi§cat infa(i§area noastra, ramanand 
multumit. De altfel, asta este o caracteristica al macedonenilor, ca la ori ocazie sa-§i afinne 
originea, de care erau mandri. 

La insula am insojit-o §i noi, cu subprefectul §i inginerii din cariera. Aici a intampinat- 
o pe regina administratorul pescariilor statului, unde pregatise un ospa( cu traditionala ciorba 
de pe§te pescareasca §i crap la projap, icre negre §i §tiuca, fiind un timp splendid de luna mai, 
sub stejarul cel batran. Aci s-a fotografiat Carmen Sylva, rezemata de batranul stejar, apoi 
invitandu-ne §i pe noi to(i ca sa pozam impreuna, in grupul din jural ei, mie facandu-mi semn 
cu mana sa tree langa ea. Capitanul Mihuja a avut grija dandu-ne §i noua cate o fotografie pe 
care am pastrat-o cu sfinjenie pana la refugiul din rasboiul 1916-1918, cand mi s-a pierdut spre 
marea noastra mahnire, caci o pastram ca o mare §i frumoasa amintire. Dupa masa s-a inapoiat 
la tren, unde astepta iar lume multa, petrecand-o si aclamand-o cu urale, lasandu-i bunei, veselei 
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§i frumoasei noastre regine o impresie frumoasa. De§i au trecut de atunci mai mult de 40 de ani, 
populapa §i copiii cei mai mari si acum Tsi amintesc de acel eveniment. 

Dupa rasboiul din anul 1916-1918, nu §tiu anul, a fost vizitata insula §i de catre regina 
Maria §i prinpd Nicolae, incognito, cu barcile pescare§ti. Insula insa de acum nu mai avea 
farmecul acela din timpul reginei Elisabeta, cand a fost vizitata, pentru ca pe timpul razboiului 
1916-1918 a fost rau defrisata frumoasa padure de stejari. Azi este paraginita, nu mai are nici 
un arbore, afara de cateva salcioare la marginea apei, fiind transformata in gradina de zarzavat, 
arondata de primaria municipiului Constanfa care a cumparat-o de la Movila sau mai bine zis a 
expropiat-o. Avea comuna Constanja planuri mari, vrand sa faca acolo un frumos cazino in 
legatura cu cel de la Bade Mamaia. Venind insa actualele evenimente s-a abandonat acest plan. 

In anul 1911 s-a construit o casa de rugaciune din inipativa tatalui meu Petru Gheorghiu, 
§tefan Basarab, R Cojocaru §i alpi, iar primul preot al bisericii a fost ieromonahul Ioanichie. In 
anul 1937 s-a pus fundapa bisericii din satul Ovidiu din initiati va si cu staruinta tanarului nostru 
preot Ion Turcu. Pentru construirea bisericii, dupa planul bisericei din Buftea, de langa 
Bucure§ti, biserica mare §i frumoasa, s-a ridicat aceasta lucrare pana la soclu, insa venind 
timpuri nepreelnice si cu deosebire rasboiul, s-a intrerupt lucrarea, pana la revenirea timpurilor 
mai bune. 

In anul 1906 s-a construit localul de §coala primara din Canara. Primar al comunei Palas 
eram eu, iar tatal meu Petru Gheorghiu era prcscdinte al Comitetului de construcpe al §colii, 
prefect Hind Scarlat Varnav, care a dat concurs §i ajutor banesc la construirea primului local de 
§coala din Canara. In anul 1922 s-a construit §i a doua aripa (clasa), primar fiind Ghita Belcin. 

Comuna Palas sub primariatul lui Fatu, care fusese mai mulp ani polifaiul ora§ului 
Medgidia, era bine organizata, cu easier comunal special, cu secretari tclcfonisti la Canara §i 
Anadolchioi, cu gardieni publici in fiecare sat, echipap ca si cei din Constanta, doisprezece la 
Anadolchioi, §ase la Canara si patru la Palas avand §i comandantul lor care ii inspecta des calare 
la Canara si Palas, §i care mai dadea si prin Horostar (Coco§). Pe atunci neliind jandarmi rurali, 
polifia o facea primarul cu ajutorul de primar §i notarul care dresau actele de contravcntie. 
Primaria i§i avea mijloacele proprie de transport, o trasura cu doi cai §i o carufa cu un cal, 
echipaje bine intretinute, cu care se faceau deplasarile in interes de serviciu, fara sa lie nevoiti 
sa apeleze la angajarile locuitorilor, trasura fiind la dispozitia functionarilor comunali, in special 
a casierului comunal.... 

Si asa cu truda §i osteneala unui batran pe rabojul viefei caruia nu sunt mai pupil de 71 
crestaturi, am terminat aceasta lucrare care sa lie un bun indreptar, atat pentru urmasii mei cat 
§i pentru cei care, din dragoste ar cauta ca sa se ocupe de trecutul comunei Canara. Fiind sigur 
ca din top batranii dccedap nu s-au gandit nici unul sa scrie §i sa lase ceva despre trecutul 
acestui sat. Cititori acestor pagini sa nu lie atat de pretenposi in nerespectarea regulilor de scris 
§i mai cu seama a ortografiei, caci imprejurarile grele prin care am trecut eu si familia mea nu 
mi-au dat posibilitatea sa urmez mai mult decat patru clase primare, invapitc in comuna Tarnova 
de langa Bitolia, la scoala romana care a luat liinja in anul 1864.... unde a invafat si mama mea, 
fiind dintre primii elevi la deschiderea ei”. 

Cu aceste cuvinte, George P. Gheorghiu §i-a incheiat jurnalul pe care 1-a lasat ncpoplor 
sai, pentru a nu-si uita locurile de origine §i vremurile pe care le-au trait inaintasii lor. Istoria 
romanilor din sudul Dunarii este impresionanta, o continua lupta pentru pastrarea identitapi 
culturale, a limbii §i tradifiilor religioase. Secolul al XlX-lea a fost si pentru aceasta populape 
uitata o perioada de redcsteptarc nationala. A flap sub stapanirea Imperiului otoman, aromanii 
au inceput sa solicite autoritafilor dreptul de a-§i folosi limba proprie in fcoli §i biserici. 
Acpunilc lor s-au lovit de refuzul grecilor, sarbilor §i bulgarilor. Cu mari greutap, in cea de-a 
doua parte a secolului al XlX-lea, au inceput sa lie mfiirpatc primele §coli si biserici romane§ti 
din sudul Dunarii. Statul roman s-a implicat major in suspnerea politica si culturala a vlahilor, 
in special prin ajutoarele financiare oferite prcotilor si invafatorilor. Persecupile indurate o parte 
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dintre aromani au emigrat in Dobrogea. O asemenea familie a fost cea a lui Petre Gheorghiu 
care s-a stabilit in ora§ul Ovidiu. George P. Gheorghiu, s-a nascut in anul 1874, in comuna 
Tarnova-Bitolia (Macedonia) si a re us it sa-si scrie memoriile in aprilie 1945. A murit in iunie 
1945, fund imormantat in cimitirul ora§ului Ovidiu. Manuscrisul impreuna cu datele biografice 
ale autorului le-am primit din partea doamnei Viorica Anghel, una dintre nepoatele acestuia. 
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Abstract: The present paper puts forward two analyzing models - hierarchical and cognitive ones - 
applied on two narrative segments of various extent in Novalis work (Hymn to the night 1 and the novel 
Heinrich von Ofterdingen) to show up the fact that the anaphoric relation study makes upon of the main 
goals of the text grammar, of the textual cohesion and of the thematic progression. 
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Dintr-un repertoriu de “marci” care satisfac cxigcnjajakobsoniana a literaritd(ii, am ales 
sa tratam, in lucrarea de faja, problematica anaforei, axata pe statutul, funcpilc §i rclapilc ei cu 
situafia de comunicare (contextul), dar si cu anturajul eminamente verbal (co-textul). 

Asa cum cercetarile cele mai recente o demonstreaza, anafora este un fenomen lingvistic 
de o complexitate cu totul specials. Aceste cercetSri din ce in ce mai numeroase dedicate 
anaforei sunt stimulate de problematica deixis- ului, centrals pentru pragmalingvisticS, ale cSrei 
rcvcrberatii in analiza conversational, interacjiune, studierea contextului etc. sunt bine 
cunoscute. Ca “notiunc structuralS a sccvcntci”, anafora gramaticalS are calitatea unui factor de 
structurare sccvenpala in cadrul modalitSjii de inlSnJuire a frazelor intr-un discurs oral sau sens. 
Pe baza funejiei sale de stimulare a memoriei si a celei de fidelitate rcfcrentiala, anafora zero 
(sau pronominalS), de exemplu, serve§te atat la o rclationare cu mentiunile accluiasi referent 
dintr-o sccvcnta precedents, cat §i la relansarea unei alte sccvcntc. 

Oferim, in cele ce urmeazS, douS modele - ierarhic si cognitiv - de analiza a unor 
segmente narative de intindere diferitS din operele lui Novalis, Imnul catre noapte (1) si 
romanul Heinrich von Ofterdingen , pentru a ilustra, pe de o parte, faptul ca studierea rclatiilor 
anaforice constituie unul din obiectivele majore ale gramaticii de text, ale coeziunii textuale si 
ale progresiei tematice. Pe de altS parte, ne propunem sa demonstrSm ca poetul studiat face din 
anafora un element de important cruciala pentru organizarea discursului sau. 

Modelul ierarhic de anaforizare 

Potrivit modelulului ierarhic de analiza a anaforei elaborat de Barbara Fox 1 , se considera 
ca o seevenja discursiva este deschisa atunci cind aceasta incepe cu un grup nominal care 
urmeaza sa devina tema unei convcrsapi sau a unei naratiuni. Reluarile prin pronume releva 
faptul ca respectiva sccvcnja nu este inca inchisa. 

Ne propunem, in cele ce urmeaza, sa abordam anafora din perspectiva acestui model pe 
care il vom aplica Imnului I (I, p. 4 2 ). Primul pasaj al imnului se caracterizeaza, sub aspectul 
anaforei gramaticale, printr-o remarcabila omogenitate la nivelul enunfului: 


1 Barabara Fox, Discourse structure and anaphora: Written and conversational Ennglish, Cambridge University Press, 1987. 

2 Cf. Novalis, Geistliche Lieder. Die Christenheit oder Europe /Cantece religioase. Crepinatatea sau Europa, trad, de I. 
Constantinescu, editie bilingva, Ed. Institntul European, Ia§i, 1996. 
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Welcher Lebendige, welcher Sinnbegabte liebt nicht vor alien Wundererscheinungen des 
verbreiteten Raums um ihn, das allerfreurliche Licht - mit seinen Farben, seinen Strahlen und 

Wogen; seiner milden Allgegenwart als weekender Tag. Wie des Lebens innerste Seele atmet es der rastlosen 

Gestirne Riesenwelt, und schwimmt tanzend in seiner blauen Flut - atmet es der funkelnde, ewigruhende 

Stein, die sinige, saugende Pflanze, und das wilde brennende vielgestaltete Tier - vor alien aber der 

herrliche Fremdling mit den sinnvollen Augen, dem schwebenden Gauge, und den zartgeschlossenen, 

tonreichen Lippen. Wie ein Konig der irdischen Natur ruft es jede Kraft zu zahllosen Verwandlungen, kniipft 

und lost unendliche Biindnisse, hangtsein himmlisches Bildjedem irdischen Wesen um. - Seine Gegenwart allein 
offenbart die Wunderherrlichkeit der Welt . 3 

Continuitatea tematica a acestui paragraf este asigurata, in cea mai mare parte, de 
fidelitatea utilizarii anaforice pronominale. Anafora zero sau pronumele serveste la incodarea 
unui referent pe distanja scurta, micsorand ambiguitatea referenfiala. Grupul nominal, das 
allerfreuliche Licht („lumina atotimbucuratoare“), ce sustinc tematica acestui imn, este reluat 
constant, mai intai, prin pronumele posesiv sein si apoi prin cel personal es. Incepand cu primele 
doua fraze, termenul Licht ocupa pozifia sintactica de complement de obiect, pentru ca in fraza 
a treia rolul sau sintactic sa fie comutat de acelafi pronume es in pozifia de subiect. Acest prim 
paragraf al poemului contrariaza asteptarile cititorului prin aceea ca el este nevoit sa constate o 
deviere de la ceea ce titlul anutfia, anume referinta la noapte §i nu la zi. 

In prima fraza, pronumele (personale §i posesive) ce reiau referentul expresiei impale, 
das allerfreuliche Licht, se organizeaza in serii si sunt o reflectare iconica a faptului ca sccvcnja 
in chestiune se alia in desfa§urare. 

Daca primul paragraf se constituie intr-o unitate tematica forte (prezentarea decorului si 
a obiectului principal al discursului), facand parte dntr-o sccventa de laudatio la adresa luminii, 
preamarire efectuata de o maniera indirecta §i intrucatva obiectiva prin raportare la o “fiinja vie, 
rationale”, dotata insa §i cu insifiri care ar face-o apta sa cada in adorafia luminii, ca “zi 
trezitoare”, cel de-al doilea paragraf cuprinde enunjuri la persoana intai, semn ca poemul e o 
narapune de factura “autodiegetica” in care subiectul enutfiarii se identified cu actorul 
enunfiilui. Acest paragraf marcheaza inceputul unei noi macropropozipi, Complicafiei (ci. 
modelul Labov-Waletzky 4 ), care confine ceea ce Goethe numea evenimentul nemaiauzit : 

Abwarts wend ich mich zu der heiligen, unaussprechlichen, geheimnisvollen Nacht . 5 


in mod surprinzator, enunjatorul nu se arata adept al luminii mult-admirate, ci 
dimpotriva se declara explicit de partea nopfii “sfinte”, postuland o modificare de atitudine §i 
de viziune comparativ cu primul paragraf ce corespundea Orientdrii, adica unei sccvcntc a carei 
funefie este, de regula, aceea de captare a bunavointci cititorului. Aceasta schimbare de pozifie 
implied si afirmarea unei distantdri la poli opu§i intre acea “fiinja vie, rafionala” §i “eu”, intre 
spafiul luminii, adica al celor pdmantcfii, intr-un cuvant, al vizibilului, §i cel “de jos”, cel al 
nopfii, al invizibilului si, in final, intre admirator si lucrul admirat. Grupul nominal sfanta, 
nespusa, misterioasa noapte marcheaza o discontinuitate tematica si, in acelasi timp, faptul ca 
referentul este complet nou, intemeind o relafie opozitiva intre lumina §i noapte. Lumina apare 
doar la sfarsitul acestui paragraf, anaforizata, nu prin pronominalizare, ci prin grupul nominal 
das Licht , selectarea sa constituindu-se intr-o alta marturie a schimbarii de statut a noii seevenje 


3 “Care fiinta vie, inzestrata cu sim^uri nu iube^te mainte de orice fenomenele miraculoase ale vastului spa^iu din jur, lumina 
atotimbucuratoare - cu culorile, razele §i undele ei; cu blanda-i atotprezen^a ca zi trezitoare. Ca pe al vie^ii cel mai adanc 
suflet o respira neincetat imensa lume stelara ?i plute§te dansand in fluxul ei albastru - o respira stanca scanteietoare, 
odihnind ve§nic, planta inteleapta, sorbitoare §i animalul salbatec, fierbinte, proteiform dar inainte de orice, splendidul 
strain cu ochi adanci, pas plutitor, buze fragede §i duios cantatoare. Ca un rege al naturii pamante§ti, cheama toate puterile la 
nenumarate metamorfoze, innoada §i deznoada nesfar^ite prinsori, i§i lipe§te cerescu-i chip pe fiece fiin^a pamanteasca. 
Prezen^a ei reveleaza singura minunata splendoare a lumii.” 

4 Acest model este amplu explicat de J.- M. Adam in cartea Le recit. P. U. F., Paris, 1987, p. 61. 

5 “In jos ma intorc la sfanta, nespusa, tainica noapte.” 
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abia incepute, precum §i a punctului de vedere din care cel ce spune “eu” o apreciazS. Din 
“fiin|S” omniprezentS si atotimbucuratoare, ea devine mai curand o absenjS sau, in cel mai bun 
caz, mai exists doar ca obiect ireal depozitat in memoria enunjStorului, dar care nu a fost data 
uitSrii. Ea este acel lucru mai mult abstract, decat material, de care locutorul i§i aminte§te doar 
accidental §i numai intr-un final, a cSrei prezcnta, “intoarcere” este lotusi doritS, simtitS ca o 
lipsS, fiind a§teptatS indeosebi “de copiii ei”, increzStori in inocenta acesteia. 

In anderen Rdurnen schlug die lustigen Gezelte das Licht anf. Sollte es nie zu seinen Kindern 

wiederkommen, die mit der Unschuld Glauben seiner barren ? 6 

Prezenja pronumelui es in fraza urmStoare cu rol de anaforS pentru das Licht, indicS 
faptul ca sccventa in discujie nu trebuie vSzutS, dupS Yan Huang, ca inchisS, ci, dimpotrivS, 
“aptS de a fi continuatS”. 7 Acest autor considers anafora zero ca “nopunc structuralS a 
secvenjei”. Avand aceastS calitate de factor de structurare sccvcnpala, ea serve§te nu atat la o 
rclaponarc cu mcntiunilc accluiasi referent dintr-o secvenjS precedents, cat mai curand la 
relansarea unei alte sccvcntc. 

Paragraful urmStor, care nu e decat o continuare a accleiasi macropropozipi 
('Complicafia ), se constituie intr-o adresS mai intai cStre noapte §i apoi cStre luminS unde 
asistSm la o transformare mai radicals de imagine a acesteia din urmS, comparativ cu prima 
sccvcrpS/macropropozipc. Rcaparipa luminii intr-un context depreciativ, ce o ascazS in relapc 
cu strSlucirea stcarsS a a§trilor nocturni si cu un anumit tip de vedere, limitat, are loc sub semnul 
altor calitSp ale ei, cele vSzutc/simlite de cStre enunjStor. ConstatSm deci cS in ciuda faptului 
cS luminii i se atribuise, la inceput, prin analogie (ca un rege al naturii pamantesjti ea cheama 
orice forfa la nenumarate transformari ...), un “rol tematic” ce corespunde reprezentantului 
puterii laice supreme, ea rSmane totu§i un simplu actor, paragraful al doilea, o datS cu initicrca 
secvenjei interlocutive cu intelocutor absent, distribuie lumina intr-un alt rol, asezand-o intr-o 
rclapc de rivalitate aproape deschisS cu noaptea: 

-Also nur darum, weil die Nacht dir abwendig macht die Dienenden, safest du in des Raumes Weiten die 

leuchtenden Kugeln, zu verldinden deine Allmacht - deine Wiederkehr - in den Zeiten deiner Entfemung. 

Himmlischer, als jene blitzenden Sterne, dunken uns die unendlichen Augen, die die Nacht in uns geoffnet. 

Weiter sehen sie, als die blassesten jener zahllosen Heere - unbedurftig des Lichts durchschauen sie die 

Tiefen eines liebenden Gemiits - was einen hoheren Raum mit iinsdglichen Wollustfullt . 8 

Instanja care spune “eu” se adreseazS alternativ, cand luminii, cand noppi, ambele avand rolul 
de destinatari ai discursului sSu, in raport cu care cnuntarca foloscste acclasi “tu”. Din acest 
moment, lumina pare investitS cu trSsSturi proprii unui actant, convertit in Opozant, in timp ce 
noaptea se cvidenpazS ca Adjuvant. 

Ultima adresS, lauda propriu-zisS ce corespunde macropropozipci finale, numitS si 
Coda sau Morala, este adusS insS unei non-persoane, in sensul lui Benveniste, unei rcalitSp 
feminine, protectoare §i vestitoare a sfintcnici lumii si a “iubirii ferice” (aceastSultimS sintagmS 
fiind un eufemism pentru moarte in c reap a novalisianS). “Regina lumii” pare a fi mandatarul 
“iubitei gingasc” (asimilabilS, vrand-nevrand, chiar §i dacS nu am fi dispusi pentru un “pact 
autobiografic” de lecturS, cu iubita defuncts a autorului, ca fiinjS a lumii §i ca obiect al 
enunjului). PrivitS ca divinitate ziditoare de fiintS umanS (du hast mich zum Menschen 
gemacht ), ea pare anume trimisS ca solie §i mediatoare intre lumea celor pSmantcsti §i spafiul 
mai inalt, plin de inexprimabila voluptate a noptii sfinte, nespuse si tainice, un spapu pe care 


6 “In alte spa^ii §i-a intins lumina corturi vesele. Sa nu revina oare nicicand la copiii rama§i cu incredinprea nevinovatiei ei?” 

7 Yan Huang, “Discours anaphora. Four theoretical models”, in Journal of Pragmatics, 2 februarie, 1999, p. 159. 

8 “ - Doar pentru ca noaptea i$i instraineaza slujitorii, ai semanat in departarile spa^iului stralucitoarele sfere, pentru a-p vesti 
atotputernicia - intoarcerea ta - in vremea departarii tale. Mai cere?ti decat lucitoarele stele ne par ochii nemarginip pe care 
noaptea i-a deschis in noi. Mai departe vad ei decat cei aproape stin§i ai nesfar^itelor armate - fara-a a avea nevoie de lumina, 
strapung adancimile unui suflet iubitor - ce umple cu desfatare nespusa o regiune mai inalta.” 
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poetul incepe sS-1 intrezSreascS. Acest ultim laudatio, care il dubleazS pe cel din debutul 
poemului, nu e altceva decat un efect al contemplajiei, al unei imagini percepute cu altfel de 
ochi. Ochii care nu au nevoie de lumind 9 sunt cei care prilejuiserS mai devreme (in text) vederea 
unui “chip grav”, feminin: - ein ernstes Anditz seh ich froh erschrocken, das sanft und 
andachtsvoll sich zu mir neigt, und unter unendlich verschlungenen Locken, der Mutter liebe 
Jugend zeigt 10 . 

Acest “chip grav” conjugS divinitSji desprinse parcS din mitologia greacS (Medeea) si din 
religia crcstina (Maria), fuzionand intr-o simbolisitica nouS a unei varste mitice, iubitor- 
juvenile, ca imagine estetizatS a viitorului mult-dorit. De altfel, in parantezS fie spus, Imnul 1 
nu e unic in aceastS privinta. Poezia novalisianS, in general, tinde sS reuneascS mitul care isi 
aminte§te de origini cu profejia care vorbe§te in numele absolutului sprea a anunja viitorul, 
sprea a revela ceea ce este incS necunoscut sau de neintclcs. Acest fapt intrS, de buna seama, in 
concordanjS cu aspiratiilc lui Novalis, care, ca §i Dante, a nSzuit sa atingS perfecjiunea poetului 
profet. Decro§ajul enunjiativ - trecerea de la “noi” la “eu” - de la un locutor, care se marturise§te 
ca apartinator al unei colectivitSji, la un vizionar izolat, pare a sugera - a§a cum se intampla §i 
in Imnul IV - faptul ca abia acesta este in mSsurS sa transmits, in formula codificatS “po(i)etic” 
(adicS in rime: erschrocken / Locken , neigt /zeigt), ceea ce “a vSzut”. Asemenea lui Orfeu, el 
este apt sa imblanzeasca prin limbaj mon§trii care ne bantuie con§tiin(ele. 

Modul de inlSnJuire a frazelor din adresa de final confers ultimului “tu” un statut 
referential incert, intrucat acesta nu desemneazS nici “regina” §i nici “noaptea”, ci o realitate la 
fel de complexa ca si “chipul grav” de mai inainte, realitate identificabilS in imaginea 
compozita, exprimatS de liebliche Sonne der Nacht. “Dulce soare al noppi” - aceasta sintagmS 
cu alurS oximoronicS care conjuga noaptea §i lumina, asezate panS nu demult intr-o opozitic ce 
pSrea ireconciliabilS, nu este decat semnul unei miraculoase.impScSri: 

Preis der Weltkonigin, der hohen Verkundigerin hediger Welten, der Pflegerin seliger Liebe - sie sendet 
mir dich - zarte Geliebte - liebliche Sonne der Nacht nun wach ich - denn ich bin Dein und Mein - du 
hast die Nacht mir zum Leben verkundet - mich zum Menschen gemacht - zehre mit Geisterglut meinen 
Leib, dafi ich luftig mit dir inniger mich mische und dann ewig die Brautnacht wahrt. n 


Alegerea femininului Sonne se justified prin faptul ca acest metonim al zilei apare acum ca 
simptom al reintoarcerii luminii pe aceea§i pozipc suprema de la inceput, dar numai dupa ce a 
suferit o schimbare fundamentals de naturS: din putere (masculinS) fascinantS, dar despoticS (a 
celui ce “leagS §i dezleagS”, dupS bunul plac, toate forjele), ea devine o entitate (femininS) 
sacrS, iubitoare de pace §i armonie 12 . In acest caz, cele douS fenomene cosmice inceteazS de a 
mai fi simple unitSp discrete de mSsurare a timpului activitStji umane, pentru a se dizolva in 


9 Aceasta expresie sintetizeaza un segment din textul novalisian care este, in fond, o interesanta dezvoltare metaforica, o 
expansiune a contrario a unui morfem, avand, la randul ei, un sens figurat, preluat din fondul lexical al limbii (germane), 
Augenlicht (“lumina ochilor”), care serve§te naratorului drept baza (lingvistica) de plecare §i echivaleaza cu ceea ce Riffaterre 
(1983: 25) a desemnat prin termenul de hipogram al unei secven(e. Un astfel de procedeu nu este decat o (alta) marturie a 
faptului ca discursul poetic este “limbaj in limbaj”, a§a cum 1-a definit Paul Valery, care, ca §i Novalis, a fost nu doar un mare 
poet, ci §i un fondator de arta poetica. 

10 “ - un chip grav vad vesel inspaimantat, ce bland §i pios spre mine se inclina §i de sub paru-i nesfar^it buclat, imi arata a 
mamei tinere(e senina.” 

11 “Slava reginei lumii, inaltei vestitoare a lumilor sfinte, protectoare a dulcii iubiri - Ea mi te-a trimis - iubita duioasa - soare 
drag al nop(ii - acum veghez - caci eu sunt al Tau ?i al Meu - tu mi-ai vestit noaptea in via(a - m-ai facut om - mistuie cu 
tor(a spiritului trapul meu, ca eteric ?i mai intim sa ma contopesc cu tine, iar noaptea nunjii sa dainuie ve§nic.” 

12 Licht ist die Aktion des Weltalls - das Auge, der vorzeichnende Sinn fur das Weltall oder Weltseele - Weltaktion (Novalis, 
III, 436/96) - “Lumina este aejiune a universului - ochiul, sirnjul prescriptiv pentru univers sau sufletul lumii - ac(iune 
universala.” 
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etemitatea in care Om §i Natura se unesc de-a pururi (ewig) intr-un mariaj secret pe fondul unui 
act sacrificial (sacrificiul de sine fund efectul paradoxal al unei vital i tap extreme 13 ). 
“Conglomeratul” lexical, care cuprinde trimiterea simultana la noapte si la lumina, Sonne der 
Nacht, ambele determinate de lieblich (“drag”, “iubitor”), scrvcstc ca modalitate de intclcgcre 
a faptului ca prin el sunt convocate §i intrcpnutc toate menpunile recente ale rcfcrentilor, in 
spcta cei doi “protagoni§ti”, §i, in acela§i timp, ca “unitatea” narativa, in sens formal §i semantic, 
Imnul 1 , este acum inchisa. 

In concluzie, meritul cel mai important al modelului ierarhic consta in faptul ca 
distribufia anaforica poate fi explicate nu doar intr-o maniera lineara, ci §i structurala si, mai 
mult, poate fi apreciata ca unul dintre mijloacele de realizare a coeziunii la nivel de unitate 
discursiva/ textuala (paragraful, de exemplu), dar §i al coerenfei globale a unui discurs. 

Efectele modelului ierarhic sunt adesea manifestarea superficiala, structurala a unor 
constrangeri mai importante, legate de capacitatea limitata a resurselor cognitive umane. Din 
acest punct de vedere, anafora poate servi ca parte a strategiilor de inlantuirc a unor subunitap 
intr-un text, literar, de mai mare intindere, cum este romanul. In sintaxa romanului novalisian 
Heinrich von Ofterdingen - o narapunc de factura heterodiegetica, cu un singur protagonist 
anafora desemneaza intrcbuintarca lui “el” §i a altor pronume non-deictice. Acestea trimit la 
elemente deja mentionatc in text, in timp ce catafora anticipeaza menpunca lor. 

Cele doua caracterisitici escntialc ale lui “el”, care fac din anafora un obiect de mare 
interes pentru studiul coeziunii textuale, sunt absenfa din sfera discursului §i capacitatea de a 
predica despre lucruri. Distincpa eu/el, aplicata textului literar, are consecinfe importante asupra 
definirii spccificitapi unui gen literar §i a pactului de lectura pe care o opera il impune. 

Discursul (liric sau poetic) la persoana intai se deosebe§te de narapunca la persoana a 
treia prin aceea ca primul este, dupa Benveniste, un pronume deictic, autorefcrcnpal, a carui 
funcpc consta in a fumiza informapi asupra actului §i subiectului enuntarii. In unele poezii 
novalisiene versificate sau in Imnul catre noapte 3, singurul text (in proza) scris in intregime la 
persoana intai, discursul se organizeaza pornind de la un “eu-origine” ( Ich-Origo) 14 care isi 
imprima in lantul enunfiativ propriul sau punct de vedere. In acest caz, nu anafora sau catafora 
asigura coeziunea textuala, ci tocmai cel care spune de fiecare data “eu” devine reper cscnpal 
al descrierii unui text/gen distinct, cum ar fi autobiografia. 

Demn de mentionat este faptul ca distribupa anaforica in discurs este un fenomen 
deosebit de complex, incluzand, dincolo de alte aspecte, factori de ordin structural, cognitiv §i 
pragmatic care intcractioncaza unui cu celalalt. Intr-o naratiunc, obiectul topic este 
protagonistul, adica personajul la care se face referire cel mai frecvent, acesta fund agentul, sau 
personajul cel mai implicat in cauzarea unor evenimente ce constituie actiunca romanesca; ca 
numar de aparifii, el depascstc o singura scena, sau decor si are deseori o funcpc de prim rang, 
in termeni de atingere a unui scop. 

Modelul cognitiv de analiza a anaforei 

Potrivit descrierii din lucrarea deja citata a lui Yan Huang, modelul cognitiv se 
intemeiaza tot pe anafora, privita ca factor ce indcplincite functia de a stimula atenpa §i 
memoria, in special, pe tennen lung, a cititorului. Aceasta functic este una extrem de importanta 
in narapune. 

Ca referent topic, numele protagonistului este, de obicei, introdus in seevenfa inipala a 
unui roman detenninand, bunaoara, preferinta in alegerea unui anume tip de expresie anaforica 
in defavoarea altora; recurcnta ei in discursul literar are, cum spuneam o functic mnemotehnica, 
dar §i una de atenuare a ambiguitapi rcfcrcntialc in raport cu un referent non-topic (adesea 
nemarcat). 


13 T. Ribot, Logica sentimentelor, IRI, 1996, pill. 

14 Kate Hamburger, Logik der Dichtung , Ernst Klett, Stuttgart, 1968, p. 112. 
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In cazul romanului Heinrich von Ofterdingen, observam o incalcare a acestui pattern. 
in ciuda faptului ca numele protagonistului da titlul romanului, capitolul I trece acest nume sub 
tacere. Predicatul generic “tanarul”, prezentat ca un visator, este singurul care apare in referinja 
la erou, producand un fel de sincopa anaforica 15 . Numele sau este dezvaluit in capitolul al II- 
lea, dar inca nu complet, rezumandu-se doar la patronimul Heinrich; acest lucru se intampla 
abia in momentul in care eroul se pregatcstc sa porneasca intr-o calatorie cu destinajia 
Augsburg, naratorul vrand parca sa sugereze ca adevaratul Heinrich este “in realitate” un 
calator. 

Pe parcursul narapunii, numele initial al eroului se completeaza prin adaugare §i prin 
segmentare. Dupa ce a fost “vazut” de cititor meditand, visand, discutand §i pornind la drum in 
cautarea “florii albastre” (cf. cap. I §i prima parte a cap. al II-lea), Heinrich se caracterizeaza 
printr-o absenja totala din spajiul textual, adica din narapunca primara care va ceda ulterior 
locul narapunii secundare, o data cu instalarea unei alte voci, aceea a personajului colectiv - 
negustorii. Este vorba despre spatiul care acopera ultima parte a capitolului al doilea §i intreg 
capitolul al treilea, care contin doua povestiri incadrate, relatate de negustorii care ll vor insoji 
pe erou in timpul calatoriei. Protagonistul i§i face, din nou, aparijia in capitolul al IV-lea, cand 
este semnalat prin desemnatorul “tanatul Ofterdingen”, unde epitetul il infap§eaza, in 
continuare, in dimensiunea sa temp oral a. Interesant pentru noi este faptul ca noua desemnare 
este introdusa intr-un episod ce nareaza, nu calatoria propriu-zisa, ci, in mod paradoxal, 
slap on area - primul popas la castelul populat de o multimc de doamne §i de cavaleri cruciap. 
Selectarea acestei expresii anaforice intrerupe continuitatea folosirii prenumelui eroului cu care 
cititorul se obi§nuise deja. Acest procedeu este un indiciu al intenpei naratorului de a ascza in 
opozipc descrierile “tanarul Ofterdingen” si “Ofterdingen, tatal” de la inceputul capitolului al 
E-lea. Cele doua desemnari sunt situate la limita dintre episoade, capitole, mai precis, in debutul 
fiecaruia dintre ele. Sintagma “tanarul Ofterdingen” nu este intamplatoare. Ea reactiveaza in 
memoria receptorului acel segment de convcrsapc cuprinzand confruntarea tata-fiu din 
capitolul I pe tema semnificapei viselor, pe de o parte, §i reintroduce distincpilc parinte/fiu, 
respectiv tanar/batran, pe de alta parte. Aceste doua serii de trasaturi vor corespunde distribupci 
maestru/discipol, implicand rclapa de initicrc, §i vor contribui, de acum incolo, la structurarea 
discursului romanesc. 

in debutul capitolului al II-lea, “Ofterdingen tatal” introducea o dubla referinja, parintele 
protagonistului §i, in acclap timp, deplasarea acestuia de la Roma in acccasi dirccpc - Augsburg 
- spre care avea sa se indrepte §i fiul, in cautarea iubirii, ca urmare a unui vis premonitoriu, de 
al carui mesaj cel dintai a tinut seama doar partial §i momentan. 

Diferenja in privinja modului de percepere a viselor de catre cele doua personaje este 
modulata pe relapa adevar/iluzie. Ea i§i are importanja ei in “istorie”, intrucat pare sa fi stat la 
baza alegerii drumului propriu in viata, alegere dictata de o “chemare” lautrica (deseori 
menponata in roman) - aceasta fiind intim legata cu inzestrarea naturala §i inclinatia fiecarui 
personaj in parte. 

Procesul anaforizarii are un rol important in articularea unor trasaturi distinctive, pe baza 
carora se organizeaza o serie de episoade narative pe deasupra cronologiei rornancsti. Opozipa 
fire practica/fire contemplativa este initiata de replica-proverb a batranului Ofterdingen la 
inceputul unei conversapi (cf. partea a doua a capitolului I) cu fiul sau, ce are loc imediat dupa 
trezirea brusca a acestuia din urma dintr-un un lung vis, al carui final ii va ramane cu dcsavarsire 
necunoscut. Replica-proverb Traume sind Schaume (“visele sunt amagiri”), spusa de tatal este 
destinata sa-1 defineasca pe acesta ca o fire practica, situandu-1 de partea raponalismului. 
Aceea§i opozijie va deveni suport al unui alt subiect de disputa, amiabila, intre Heinrich si 
negustori (prieteni ai tatalui sau) chiar la inceputul calatoriei (cf. episodul din deschiderea partii 


15 Yves Reuter, Introduction a Vanalyse du roman, Bordas, Paris, 1991, p. 142. 
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a celui de al II-lea capitol), pentru a II reluata §i clarificata de narator in capitolul al Vl-lea. 
Dupa scurtul expozeu din debutul acestui capitol, in care natura umana este imparjita in doua 
tipologii dupa doua moduri de manifestare distincte: rajionalist/idealist, naratorul, a carui 
prcfcrinta §i simpatie pare a se indrepta catre cea de a doua categorie, va aduce §i prezenta ca o 
consccinta necesara, in form alia hotaratoare, anume ca Heinrich este un contemplativ. Aceasta 
informatic reiese limpede din enunjul: “prin Urea lucrurilor, Heinrich era nascut sa fie poet”. 
Ea vine sa confinne intuijia negustorilor cu privire la firea poetica a lui Heinrich, justificand 
totodata a posteriori, post factum prezenta in economia narajiunii a celor doua povestiri ale 
negustorilor, povestiri care, ambele, au ca tema destinul poetului in lume. Citatul de mai sus 
coincide semnificativ cu anunjarea atingerii de catre protagonist a tintci calatoriei sale - orasul 
Augsburg, un spajiu dominat de statura impunatoare a poetului Klingsohr - ca §i cum intreaga 
istorie a romanului (pana in acest moment narativ) ar fi servit deopotriva, drept pre-text si 
pretext pentru a demonstra ca aceasta calatorie nu a fost o deplasare in adevaratul sens al 
cuvantului, ci o incursiune a protagonistului in propriile sale nazuintc... 

Modul de anaforizare prin indicarea numelui personajului scrvcstc la semnalarea 
importanjei, la ancorajul descrierii, favorizand totodata memorizarea sa. Acest fapt e cu atat 
mai important, cu cat numele §i schimbarile vor ritma ascensiunea acestui erou cu cel pujin 
doua etape csentialc: ca persoana ancorata alternativ in domeniul familial §i in social (in partea 
intai a romanului - “Astcptarca”), si in cel religios. Adevaratul salt in destinul eroului este 
semnalat in partea a doua a romanului, intitulata “Implinirea”; descrierea definita “tanarul 
pelerin” aplicata unui necunoscut semnifica, in fond, o alta varianta/ipostaza a calatorului. In 
acest mod, personajul, spajiul §i timpul, obiectele §i evenimentele povestite sunt scoase din 
sfera laicului spre a fi cu totul transferate sub semnul spiritualita(ii mereu conjugate, la Novalis, 
cu iubirea si poezia. Daca partea intai pastra in buna masura aparcnja de real, partea a doua 
proiecteaza cititorul intr-o lume a fantasmelor, guvernata de “puterea universala a spiritului 
poetic” 16 . Acest aspect este strans legat de crezul estetic al autorului, potrivit caruia romanul 
trebuie sa aiba aparcnja basmului, a visului. Ceea ce parea o indicate introductiva pentru 
intrarea in scena a unui personaj nou - un pelerin - nu se confirma; a§teptarile cititorului sunt 
insclatc, intrucat, la foarte scurt timp, numele de Heinrich reapare, semn ca cele doua parji ale 
romanului alcatuiesc povestea unei singure (?) victi. 

Acest foarte scurt periplu in romanul novalisian a scos la iveala faptul ca anafora joaca 
un rol intreit: 

a) de introducere a unui personaj; 

b) de asigurare a continuitatji protagonistului in naratiunc; 

c) de recuperare a narativului. 
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DESIGNING AN ONLINE COURSE: FREE EDUCATIONAL TOOLS FOR ESP 

(FET-ESP) 


Anisoara Pop 

Assoc. Prof., PhD.., University of Medicine and Pharmacy, Tirgu-Mures 


Abstract. The need to learn online has become a current practice, forcing teaching online to become a 
stringency rather than an option. The current paper will present a basic model for designing an online 
course focussing on free tools for Educational Purposes adapted to teaching/learning English for 
specific purposes (ESP), with presentation of both the synchronous and the asynchronous components. 
The paper will showcase basic speaking and writing tools and platforms (Google sites and docs, 
Wikispaces, Blogger, moviemakers and quizzes) that can form the content of the FET-ESP online course 
and exemplify how teachers who intend to enhance their activity and motivate their students can use 
them in their activity. 


Keywords: online teaching, Wiki, Google sites and docs, moviemakers, quizzes, Voice Thread 


Teaching ESP with technology is a fascinating enterprise, in a steady dynamic 
transformation and improvement, with the only downside of specific tools being discontinued. 
This paper represents an attempt of helping ESP teachers keep abreast the rapid evolvement of 
technology-based teaching as well as of their buiding an online presence and delivering online 
language courses via free Educational tools that have somehow maintained this status of late. 

The starting point in each educational enterprise based on new approaches and 
technologies is guided by the desire to offer students updated knowledge, to form their specific 
practical skills and abilities, and at the same time to empower them to select, evaluate and 
recreate essential information in the process of their lifelong, autonomous learning. Moreover, 
employing technology means far more than using PowerPoint presentations or videoclips in the 
teaching/leaming process. Effective technology-enhanced ESP learning/teaching is based on 
formation of skills and abilities such as cooperation, collaboration, creation, problem solving 
and decsion making, peer learning and peer-evaluation, which are twenty-first century skills 
and abilities. 

This paper will present a possible model for designing an online course based on free, 
easy to use educational tools for teaching/learning ESP. The FET-ESP course was delivered 
online as part of the E-tutor international training, coordinated by Al. I. Cuza University of 
Medicine, Iasi, on November 23-27, 2016. 
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Elements of online course design 

Although various formats are possible, the essentials of each online course, FET-ESP 
including, are: 

1) a component for synchronous, live communication (e.g. Skype, Google Hangout), 
and 

2) a platform for asynchronous delivery of the syllabus, materials, student production 
portfolios (e,g, Wikipedia, special playground areas or student blogs). The 
asynchronous component may add a separate place where students can upload their 
portfolios and a forum or chat for participants’ interaction (e.g. YahooGroup) unless 
this is inbuilt in the asynchronous communication platform (as in the case of Moodle) 

1) The synchronous component is meant to confer a sense of present-ness and connectedness 
to the otherwise dispersed group of students who very rarely, if ever, participate and connect 
with the trainer from one single place. Therefore, online courses have several live sessions or 
webinars scheduled, allowing participants not only to communicate in writing in the chat area 
but also to make their voices heard and, therefore, to humanize an otherwise impersonal online 
classroom. Wiziq (https://www.wiziq.com/ ), although not free, is such a dedicated platform for 
learning delivery that allows audio-video communication in real time. Free platforms that allow 
a lower number of participants for online course delivery are Skype and Google Hangouts. The 
screen-sharing feature in both Skype and Google Hangouts makes the course content visible to 
the user’s end, i.e. no matter what runs on the trainer’s screen is visible to the students. Control 
over the screen cannot be transferred to the students, however, as it happens in the case of real 
online interactive classes with Wiziq. 

2) To illustrate the asynchronous component, the Baw pbworks [1] may represent a model. 
BAW (Becoming a Webhead) was an international hands-on online course that ran until a 
couple of years ago, sponsored by EVO TESOL, in order to familiarize and consolidate the 
EFL teachers’ skills of teaching English with technology. Pbworks was chosen for this course 
content delivery, despite other existing choices of free wikipedias such as Wikispaces. The 
purpose of choosing a wiki instead of a site for online course content delivery was the 
collaboration facility the former allows, with content breakdown on weeks, tutorials, comments, 
and the added value of activity tracking, which is essential in group projects such as those in 
which students far apart from one another engage. 

Sites (e.g. Google sites), wikis (Pbworks, Wikispaces), even blogs (Blogger, Edublogs) and/or 
other virtual learning platforms such as Moodle or Edmodo can be used for asynchronous 
course content delivery, communication, evaluation and student involvement. If sites and wi ki s 
function as optimal course delivery platforms, Moodle and especially Edmodo are dedicated 
virtual learning platforms that also include assignment management, grading and progress 
monitoring components. 

Asynchronous communication: sites, wikis or blogs? 

When choosing the online course delivery platform, ESP teachers need to define whether it will 
be used solely for content delivery or for content delivery and student cooperation and 
engagement. User-friendly free sites such as Google sites, are more static than Wikis, whereas 
wikis are more collaborative than blogs. In terms of afordances, images and videos can be 
embedded in all of them, whereas PP and slide show presentations as well as other HTML 
gadgets can be embedded in wikis. The user-edited content in wikis allows the teacher to 
monitor the amount of times students engaged in cooperation and collaboration (Fig.l). 
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Materials edited The Psychology ot Advertising Left vs Right- brain centered Advertising - What is your opinion? 

0 anisoara 

11:53 pm 

» Thursday, January 26 

Q Case study two edited (view changes) 

Ouni Andreea 

3:21 pm 

Case study two edited The Target Consumer Because the Company sales products for many target groups they 

decided to... 

■ Ouni Andreea 

3 21 pm 

» Wednesday, January 25 

Q Creative advertising Projects edited Don't miss your chance! it's for everybody’s pocket.all ages Make your own 
slide show at Ani. .. 

| ralutzicutza_f 8 

9:09 am 

Creative advertising Projects edited Deal of the week you can have all this at just 300 Euros/holiday(7 days) Don't 
miss your chan... 

u ralutzicutza_18 

9:06 am 


Creative advertising Projects edited Take a look and if you're interested, please contact on my email. Join Cununa I AlinaBut 3:57 am 

Mureseana Cun... 


More 


Fig. 1 Wikispaces - track changes feature 

With blogs students seem to be responding more to the teacher’s post rather than collaborating 
and only occasionally do they reply to another comment, unless the teacher chooses to make 
some of the students blog editors or students create their own blogs [7]. From this point of view, 
blogs are seen as more dynamic in content than sites but less cooperative and collaborative than 
wikis. 

Google sites are one of the easiest to create free resources which any ESP teacher can employ 
for online course delivery or blended learning. All you need to have is a Google account and 
then follow the steps to Create a site. Fig.2 below is an example of such a site used with students 
in English for Cosmetics (https://sites.google.com/site/cosmetologvumftgm) . Students use the 
site like a digital coursebook, class agenda, and dictionary but there is no trace of their visits, 
downloads, listening practice or connected activities. 



A Secure | https://sites.google.com/site/cosmetologyumftgm/ 


cosmetology 

Home 


Announcements 
E-R Dictionary 
R-E Dictionary 

Topics and materials This site is dedicated to the English language course for first ’rear students in Medical Cosmetics at the University of Medicine and 


Subpages (4): Anrwuncernents E-R Dictionary R-E Dictionary Topics and materials 


Fig. 2 Google site - English for Medical Cosmetics 
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Writing tools 

Google docs is the simplest free tool for cooperative writing, and it can be either embedded or 
linked to sites or virtual platforms. Creating and sharing a joint project, presentation or survey 
with Google Docs that can be accessed from anywhere, edited and worked on from a distance, 
is coupled by editing facilities, adding or deleting a comment, sending a comment to a specific 
contributor or managing comment notifications. One of the most striking tools of Google docs 
is Voice typing: students can check if their pronunciation is appropriate by using this feature 
by simply plugging in their microphone and the doc will write what they have dictated. The 
Doc can be made public (anyone can find and edit it), anyone with the link can view, edit or 
comment upon, or sharing can be restricted to certain people. Likewise, if an expiration date is 
set, the edit access to a Doc will be turned into can comment after the deadline. For the FET- 
ESP online course, Google docs (Fig. 3) was used for needs analysis - i.e. collecting 
information about the participating teachers, diagnostic survey about what they could do or had 
used before, in terms of teaching ESP with technology, as well as their expectations about the 
course. Support and feedback on progress and encountered difficulties from the online course 
participants is critical not only at the beginning of the course but also during and after the course 
and if it cannot be obtained orally in the live sessions or through forums, it can be 
provided/collected through Google docs. 


New Technologies and Free 
resources in Education 

Anisoara Pop 

Sunday November 21,2016 


a 




Course participants 

This form can be edited by all those of you who have the link, so please answer the two 
items below: 


Fig. 3 Google doc 

For a larger scope writing project and integration of skills, blogs represent the second rank 
option after wikis (e.g. a four-year integrated writing for Business English 
http://www.English4usdclO.blogspot.ro ). 

Voice tools 

Voice tools are essential in forming the speaking productive skill in ESP, although there are 
few free voice tools available, some excellent ones having been discontinued (eg. Voxopop, 
Vaestro). VoiceThread (VT Fig. 4) is a classical voice tool with two VTs available for 
free/account. What is great about this tool is the possibility to see all the students’ voices 
grouped around a unique topic/theme, rather than as isolated contributions. Comments are 
allowed by webcam, text and voice only. The teacher can upload images, PowerPoint 
presentations, videos or documents on which students comment. Comments can be moderated, 
but they cannot be edited, once uploaded on the Thread. For podcasts, Audacity is the best free 
recorder and editor. 
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A Secure | https://voicethread.eom/myvoice/#thread/740970/3921101/4836705 



Quizzes 


Fig.4 Voice Thread - The Interview 


Online quizzes are used for summative or formative assessment as well as in evaluation. 
Photopeach is a free resource for quiz creation as long as productions remain available online. 
However, due to introduction of new features, already created quizzes can be downloaded only 
under premium paid version. The principle of Photopeach creation is simple and is based on 
uploading a relevant/attractive picture for each assessed item, with a choice of three response 
options, of which only one is correct. The quiz items roll automatically according to the 
established timing per question against a musical background, after which the correct response 
is displayed. Since students are not given a proficiency score at the end nor any clues or final 
explanations, Photopeach is better suited for group class revision of vocabulary or grammar 
items, which can be administered during the roundup, filler or warmup stage of the assessment 
(Fig.5). The only interactive feature of this quiz is the comment section at the end. 



Fig.5 Photopeach Quiz for advertising language 


Other free applications for online assessment are Kahoot, Socrative and Zapion, Kahoot 
interaction being more fascinating (can be played classically or as a team) and Socrative more 
formal. 


Moviemakers 


Dvolver (Fig. 6) movie maker is the simplest free version, which allows written interaction in 
the form of short dialogues. The creator can select a scene background, sky, soliloquoy, chase 
or rendez-vous exchange. For each scene/character there is a set of pre-defined character 
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features such as his/her traits and likes and background details, which are helpful, expecially 
for beginner students. Each character’s lines are typed within a limit of 100 text characters per 
character’s line. The drawback of this tool is the background music which starts playing if the 
movie is embedded in a site or wiki. Dvolver movie maker is suited for grammar or vocabulary 
assessment in the more cognitive rather than the creative/affective stage of ESP learning, with 
lower level students for whom creation of several exchanges can be a challenge. 



Fig. 6 Dvolver movie maker 


A complex movie maker version including voice interaction but also more difficult to realize 
professional animated videos is Goanimate (Fig. 7) - a video creation platform, which offers a 
14 day trial period. The characters’ replies can be read by a synthesized voice or recorded 
through microphone. Sound effects, music, props, entrances, exits, and downloads are 
available. 



Fig. 7 Go Animate video 


This is a short list and an evidence-based review of some simple free FET-ESP tools that can 
be included in ESP learning and online teaching. Teaching them online presupposes that 
enrolled ESP teachers are given the opportunity to experience with the tools themselves and 
create their own productions before they start using them with their own students. The 
participants’ productions can be either stored on the asynchronous platform for course delivery, 
or if the case, participants can be asked to create their own blogs, which will serve as portfolios 
and reflections on learning and progress. 

Conclusion 

To conclude, with minimal knowledge and effort investment every ESP teacher can become a 
modem online trainer or at least stay current with basic elements of online education while 
boosting their students’ ESP learning experiences. The reasons for using technology in 
teaching/leaming ESP are many and they pertain first of all to the learners who were born in a 
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technology-rich environment where multitasking and learning by recreating are a rule, but also 
to the motivation, engagement and empowerment that technology-based exploitation for 
language learning entails. 
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SETTLEMENTS AND BUILDINGS OF EARLY BRONZE AGE ON THE 

TERRITORY OF ROMANIA 


Ioana-Iulia Olaru 

Assoc. Prof., PhD., "George Enescu" University of Arts, Iasi 


Abstract: The present research will refer only to the first period of Bronze Age, that is different from 
Middle Bronze and Late Bronze, because reminiscences of the previous Neolithic Age (Eneolithic) are 
still present, but the new period comes with important transformations already recorded in the habitat 
of human beings. The settlements and homes of the Early Bronze Age reflect he general state of 
insecurity which was caused by the coming of the nomad pastoral communities from the North Pontic 
steppes: they are small, seasonal, fortifications are rare now, but regarding religious constructions, the 
funerary monument appears, having the shape of tumulus of the chieftain, being collecive or individual, 
which proves the emphasis on social hierarchy. 

We will record the specificity of settlements and buildings of each culture of Early Bronze Age on the 
territory of our country, in their evolution towards the next phase - of Middle Bronze Age. 

Keywords: tumulus, sanctuary, palisade, framing, cist 


Alcatuita din Epoca bronzului si Epoca fierului, Epoca metalelor este perioada in care 
apar primele semne ale unei revolutii statal-urbane, iar uneltele din piatra sunt inlocuite cu cele 
din metal (proces inceput inca de la sfarsitul Eneoliticului). Inca inainte de Epoca mijlocie a 
bronzului, spatiul carpato-dunarean a devenit unul dintre centrele metalurgice importante ale 
Europei. 

Intreaga Epoca a bronzului 1 este o perioada de progres in dezvoltarea societatii. 
Populatia creste, se intaresc comunitatile tribale si coeziunea dintre acestea. In ciuda migratiilor, 
aceasta noua epoca (a bronzului) a fost, se pare, destul de calma, ceea ce a avut ca rezultat o 
societate agrara in continuare, dar in care activitatile anterioare sunt imbogatite si diversificate. 
Economia este stabila si echilibrata, bazata pe agricultura - tot mai extinsa datorita folosirii 
plugului -, dar si pe pastorit-tot mai dezvoltat. Iau nastere tagme de mestesugari. Are loc acum 
procesul de indoeuropenizare, de interes fiind cristalizarea populatiilor proto-tracice, dar, din 
pacate, tracii din nordul Dunarii vor fi semnalati abia in Epoca fierului, prin sec. al Vl-lea i.Hr. 
Productivitatea muncii sporeste prin dezvoltarea metalurgiei bronzului, care da nastere unor 
unelte tot mai perfectionate. 

Transformarile economice si sociale se vor reflecta si pe planul constructiilor, ca si pe 
plan artistic in general. De exemplu, datorita intrebuintarii uneltelor din metal, chiar numarul 


1 Cele mai Tnalte datari: 3 500, darpentru teritoriul Romaniei: 2 500/2 000/1 800 - 1 200/1 150/1 000/850/700 i.Hr. Cf. 

Marija Gimbutas, Civilizatie $i cultura. Vestigiipreistorice in sud-estul european, Bucuresti, Ed. Meridiane, 1989, p.140; 
Dinu C. Giurescu, Istoria ilustrata a romanilor , Bucuresti, Ed. Sport-Turism, 1981, p.24-25; Constantin C. Giurescu, Dinu C. 
Giurescu, Istoria romanilor din cele mai vechi timpuri fipina astazi, Bucuresti, Ed. Albatros, 1971, p.30; R. F., in Radu 
Florescu, Hadrian Daicoviciu, Lucian Ro§u (coord.), Dicfionar enciclopedic de arta veche a Romaniei , Bucuresti, Ed. 
$tiin(ifica §i Enciclopedica, 1980, p.69, s.v. bronzului, epoca ; Ion Miclea, Dobrogea, Bucuresti, Ed. Sport-Turism, 1978, 
p.24; Vladimir Dumitrescu, Artapreistorica in Romania, vol.I, Bucuresti, Ed. Meridiane, 1974, p.273 
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constructiilor sporeste, fonnele fund tot mai diversificate; iar schimbarea petrecuta la nivel 
social, prin aparitia unei societati patriarhale si ierarhizate pe structuri de putere si de prestigiu, 
da nastere tumulului colectiv sau individual, al capeteniei, ca monument funerar. Dupa cum se 
va vedea si in toate domeniile artei, se raspandesc cultul focului si cel solar, principii active de 
transformare a lumii, miscarea Soarelui pe cer fiind sugerata atat de sanctuare - orientate spre 
rasarit -, cat si ca motiv decorativ (static: cercuri, cercuri cu raze, roti, ori dinamic: spirale, 
vartejuri spiralice, cruce incarligata) sau in fonnele carelor (solare) - dovada Hind modelele 
miniaturale din lut. Si aceasta deoarece neoliticul cult al fertilitatii si fecunditatii isi pierde tot 
mai mult importanta, fiind tot mai adesea insotit de adorarea fortelor naturii, in mod deosebit a 
Soarelui. Node concepte uraniene inlocuiesc asadar vechile concepte htoniene, astfel incat si 
numarul figurinelor feminine anterioare, ale Zeitei-Mame, se va diminua treptat. Asocierea 
mitului solar cu arme si podoabe pretioase conduce la presupunerea aparitiei unui mit eroic 
derivat din acesta, constituindu-se astfel o mitologie complexa, ce marcheaza inceputurile 
diferentierii sociale. Dar mai ales se raspandeste tot mai mult, inca de la inceputul Epocii 
metalelor, ritul funerar al incinerarii (pe langa inhumarea specified Neoliticului) - o forma 
spirituals evoluata. Dar explicatia acestui fenomen nu o cunoastem. Oricum, incineratia este 
dovada credintei in nemurirea sufletului, care se poate reincarna. 

Din pacate, pe teritoriul Romaniei nu au fost explorate integral asezari apartinand Epocii 
bronzului (precum nici ale Hallstattului), astfel incat nu le cunoastem planurile. Este semnalata 
totusi prezenta unor asezari - centre ale puterii tribale - cu sistem de fortificatii perfectionat (cu 
santuri, valuri de pamant, palisade puternice, drumuri de straja) sau amplasate pe pozitii 
dominante: in Bronzul timpuriu - Glina, de la Odaia Turcului (jud. Dambovita); in Bronzul 
mijlociu - statiunile Sarata-Monteoru (chiar fortificatie din piatra aici), Costisa (jud. Neamt), 
Dersida (jud. Salaj); in Bronzul tarziu - adevarate cetati cu val de pamant (cercetate mai bine 
sunt cele din Transilvania, dar si extracarpatic - asezarea de la Popesti (jud. Giurgiu), intarita 
cu un val din pamant ars si caramizi. 2 Oricum, constructiile cunosc acum o dezvoltare in sensul 
diversificarii si al complexitatii. 3 Ritualul funerar probabil era destul de complicat, dovada fiind 
constructii impunatoare din lespezi din piatra (Candesti, cultura Monteoru), marturii ale 
existentei unor cavouri si unor mici monumente funerare. 

Pe teritoriul Romaniei, inceputurile Epocii bronzului nu se produc in acelasi timp, in 
aceasta prima perioada, reminiscente ale Eneoliticului final persistand mai ales in regiunile 
nordice si vestice. 

In Epoca bronzului timpuriu 4 , starea generala de insecuritate se datoreaza patrunderii 
comunitatilor pastorale nomade din stepele-nord-pontice, care indue si comunitatilor locale 
acest caracter mobil, ceea ce accelereaza procesul de ierarhizare sociala. Societatea este 
patriarhala, organizata pe structuri de prestigiu. 

O serie de grupuri culturale - complexul cultural Horodistea-Foltesti (pe fondul 
culturii Cucuteni, respectiv Cemavoda I), Cernavoda II-III, Cultura amforelor sferice 
(Cultura mormintelor in ciste) - ocupa intervalul de tranzitie cuprins intre sfarsitul 
Eneoliticului si formarea primei culturi bine structurate a Bronzului timpuriu: blocul cultural 
Baden-Cotofeni (dupa o localitate din jud. Dolj si una din Austria; modul in care a aparut nu 
este foarte bine precizat), compus dintr-o serie de manifestari culturale cu trasaturi comune: 
cultura Cotofeni, in Transilvania, Banat, Oltenia, vestul Munteniei, nord-vestul Bulgariei, si 


2 A. Vulpe, M. Petrescu-Dimbovita, A. Laszlo, Cap.III. Epoca metalelor, in Mircea Petrescu-Dimbovita, Alexandm Vulpe 
(coord.), Istoria romanilor, vol.I, Mo^tenirea timpurilor indepartate, Bucure§ti, Academia Romana, Ed. Enciclopedica, 2010, 
p.364-365 

3 Ion Miclea, Radu Florescu, Preistoria Daciei, Bucuresti, Ed. Meridiane, 1980, p.37 

4 Cele mai inalte datari: 3 500, darpentru teritoriul Romaniei: 2 000/1 800 - sf. mil. al Ill-lea i.Hr. Cf. Marija Gimbutas, op. 
cit., p.140; R. F., in Radu Florescu et al. (coord.), op. cit., p.69, s.v. bronzului, epoca\ Vladimir Dumitrescu, op. cit., p.273; A. 
Vulpe et al., op. cit., p.217-218. 
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cultura Baden, in Campia Tisei, pusta maghiara, Transdanubia, Slavonia, Slovacia, Austria, 
Moravia. Intre aceasta cultura si urmatoarea din Transilvania (Wietenberg), care va apartine 
Bronzului dezvoltat, se va intercala - in perioada in discutie, cea a Bronzului timpuriu - o serie 
de grupuri ce nu pot constitui culturi bine definite: Soimus (intre valea Muresului si bazinului 
superior al Crisului Alb, dar si pe valea Ampoiului 5 ), Rosia, (bazinul Crisului Repede si cel al 
Crisului Negru), Copaceni (sud-estul Muntilor Apuseni, vestul Pod. Transilvaniei), Livezile 
(estul si sud-estul Muntilor Apuseni); mai bine conturate sunt grupul cultural Jigodin (estul 
Transilvaniei) si asa-numita cultura Schneckenberg (Tara Barsei). In Muntenia (extinsa apoi 
in Oltenia, bazinul Oltului transilvanean, Tara Barsei), importanta este cultura Glina (denumita 
dupa asezarea eponima de langa Bucuresti), care va sta la baza constituirii unor culturi 
importante ale Bronzului mijlociu: Tei, Verbicioara, Monteoru, Wietenberg. In Moldova si in 
Dobrogea este de mentionat doar grupul Edinet. 

In ceea ce priveste asezarile umane, in Eneolitic (Chalcolitic) - a doua perioada a 
Neoliticului, parcursul fusese spre un spor demografic datorat progresului economic-social, ce 
a dus la conflicte (fortificatiile se vor amplifica tot mai mult si prin valuri de pamant), spre 
necesitatea unei autoritati (dispunerea locuintelor dupa un plan), spre o crestere a densitatii 
asezarilor si a numarul de locuinte din acestea; urmand sa existe si asezari cu rol central, cu 
locuinte spatioase, chiar cu etaj, construite pe platfonne de bame acoperite cu lut, unele dintre 
acestea fiind sanctuare. De altfel, in privinta constructiilor religioase, va aparea sanctuarul de 
mari dimensiuni, cu arhitectura monumentala (cultura Cucuteni). Toate acestea in conditiile in 
care viata spirituals va fi axata in continuare pe cultul fertilitatii si fecunditatii, dar alaturi de 
idolul feminin va aparea si cel masculin si chiar cuplul divin. Inhumatia va ramane ritul funerar 
dominant, dar se va practica si incineratia. 

in prima perioada a Epocii bronzului, asezarile sunt acum sezoniere, mici, de scurta 
durata. Predomina locuintele adancite. Desi rolul ierarhiei militare nu se diminueaza, 
fortificatiile dispar in majoritate, asezarile fiind protejate doar natural. Apar primele necropole 
de incineratie, acest rit funerar impunandu-se in toata Epoca bronzului: situate la distanta de 
asezari, amplasate pe malul opus al apei care le desparte de acestea sau pe o insula (Garla Mare, 
Carna, Rast, Ostrovu Mare, Padurea Verde, Bobda 6 ). Apare monumentul funerar in forma 
tumulului capeteniei, colectiv sau individual 7 . Au fost descoperite necropole tumulare sau 
plane, cu morminte de inhumatie, dar si de incineratie. 

in complexul cultural Horodistea-Foltesti, asezarile erau de tip salas, cu colibe usoare 
partial adancite. 8 

in cultura Cernavoda II intalnim aceleasi asezari situate pe tell-urile gumelnitene (ca 
si in Cernavoda I), iar locuintele sunt bordeie putin adancite, din materiale usoare, fara lipitura. 

9 

Cultura Cotofeni are atat asezari mici, pastorale, de munte, fortificate natural, cat si asezari pe 
pinteni de deal, aparate si cu santuri artificiale sau prin pante abrupte 10 , precum si asezarile din 
ostroavele Dunarii, aparate natural, sau din pesteri * 11 (de exemplu, in pestera Odweg, langa 
Rasnov) 12 . Si marimea lor variaza, ajungand pana la aglomeratii importante. De asemenea, 
locuintele sunt si bordeie cu sarpanta din lemn, si colibe de tip frunzar, dar si locuinte cu 


5 Nicolae Catalin Riscuta, loan Andritoiu, Istoricul cercetarilor, repertoriul descoperirilor si aria de raspandire a grupului 
cultural Soimus, in Apulum, XLIV, Alba Iulia, 2007, p.29 

6 R. F., in Radu Florescu et al. (coord.), op. cit., p.351, s.v. urbanism 

7 A. Vulpe et al., op. cit., p.220 

8 Ion Miclea, Radu Florescu, op. cit., p.90 

9 Ibidem, p.94 

10 Eugen Comsa, Unele date referitoare la cultura Cotofeni in sud-estul Transilvaniei, in Cumidava, IV, Brasov, 1970, p.7 

11 Richard Petrovsky, Stefan Cadariu, Asezari ale culturii Cotofeni in judetul Cara$-Severin, in Banatica, ****, Resita, 1979, 
p.65 

12 Eugen Comsa, op. cit., p.7 
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structuri mai stabile, fara sa se ridice la complexitatea celor neolitice. 13 La Calnic (jud. Sibiu), 
casele, rectangulare, aveau doua incaperi; la Sincai, casele altemau cu bordeie usor adancite 14 . 
Aspectul Baden al culturii Cotofeni are asezari deschise, amplasate pe terasele raurilor, cu 
grupuri mici de bordeie sau de locuinte de suprafata, din materiale usoare 15 , dar se cunosc si 
asezari fortificate, asezate pe zone mai inalte. 

In grupul Soimus, asezarile (restranse) erau amplasate pe inaltimi (pe varfuri de deal si in 
pesteri). 16 

Asezarile grupului cultural Copaceni era situate pe locuri dominante, cu locuinte 
rectangulare, din impletituri de nuiele, lipite cu lut. 17 

In asezarea de la Leliceni (jud. Harghita) a gupului cultural Jigodin, situata pe o inaltime 
stancoasa, locuintele erau de suprafata, rectangulare, greu de reconstituit. 

De altfel, greu de identificat sunt si cele ale culturii Schneckenberg. 18 

Glina are asezari situate pe terasele raurilor sau pe pinteni de deal aparati natural, in pesteri (de 
exemplu, in muntii Bistritei si ai Lotrului); nu exista fortificatii 19 in afara santului de aparare cu 
val de pamant al asezarii de la Odaia Turcului (jud. Dambovita), iar locuintele sunt si bordeie 
(Crivat, jud. Giurgiu), si locuinte de suprafata, semi-adancite (Valea Calului, jud. Arges). 20 

Ritul funerar in complexul cultural Horodistea-Foltesti este cel de inhumatie; apare tumulul, 
marturie a accentuarii ierarhizarii sociale 21 . Mormintele culturii Cernavoda II sunt de 
inhumatie, uneori groapa fiind captusita cu lespezi din piatra. 22 Deosebita este Cultura 
amforelor sferice (Cultura monnintelor in ciste) tocmai datorita acestei particularitati: 
monninte de inhumatie, in cutii din piatra, uneori acestea fiind colective. Din aspectul Baden 
al culturii Cotofeni se cunosc multe necropole, mai ales de inhumatie; cultura Cotofeni nu ne- 
a lasat necropole, ci doar monninte (de inhumatie si mai rar de incineratie: Mediesu Aurit, jud. 
Satu Mare, Carna, jud. Dolj); probabil ritul acestei culturi era reprezentat de inmormantari in 
tumuli (descoperiti la Basarabi, jud. Dolj, Cheile Aiudului, Livezile, jud. Alba, Milostea, jud. 
Valcea 23 ). In grupul Rosia, stim ca ritul de inmonnantare era inhumatia (pestera Izbucul 
Toplitei), ca si in grupul Livezile, unde un tumul reunea pana la 10 morminte (tumulul de la 
Ampoita, jud. Alba). 24 Tot inhumatia caracteriza si ritul funerar al culturii Schneckenberg: in 
gropi rectangulare, cu pereti placati cu piatra. 25 Grupul tumular Schnekenberg de la Bradut (jud. 
Covasna), impreuna cu grupurile tumulare din zona relativ compacta a nord-vestului jud. 
Covasna si sud-vestul jud. Harghita, este un unicum in aria acestei culturi. 26 Obiceiul funerar al 
inmormantarii in cutii de piatra se va pastra si in cultura Glina: s-au gasit morminte de 
inhumatie, in cista de piatra (Halchiu, Ghimbav). 27 In ritul funerar al acestei culturi sunt 


13 Ion Miclea, Radu Florescu, op. cit., p.91-92 

14 A. Vulpe et al., op. cit., p.225 

15 Ion Miclea, Radu Florescu, op. cit., p.92 

16 Pentru mai multe amanunte, vezi Nicolae Catalin Riscuta, loan Andritoiu, op. cit., p.29-52 

17 A. Vulpe et al., op. cit., p.228 

18 Ibidem, p.229 

19 Ion Miclea, Radu Florescu, op. cit., p.96 

20 A. Vulpe et al., op. cit., p.231 

21 Ion Miclea, Radu Florescu, op. cit., p.90 

22 Ibidem, p.94 

23 A A. Vulpe et al., op. cit., p.226 

24 Ibidem, p.228 

25 Ibidem, p.230 

26 Vezi Valeriu Cavruc, Cateva precizari privindperioada timpurie a Epocii bronzului in sud-estul Transilvaniei, in Memoria 
Antiquitas, XXIII, Piatra Neamt, 2004, p.270 

27 L. R., in Radu Florescu et al. (coord.), op. cit., p.170, s.v. Glina, cultura 
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prezente si inhumatia si incineratia (in necropola de la Zimnicea au fost descoperite 54 de 
monninte plane de inhumatie). 28 

Pe teritoriul Romaniei, Eneoliticul (a doua perioada a Neoliticului) venise, in ansamblu, 
cu schimbari importante in ceea ce priveste progresele realizate de comunitatile umane: o 
adevarata stiinta a organizarii teritoriale a fost aplicata in amplasarea caselor, precum de 
asemenea, in constructia lor; dispunerea caselor in conformitate cu un plan specific indica 
existenta unei autoritati, zonele locuite fiind dispuse conform unei ierarhii specifice. Astfel, 
transformari importante avusesera loc, in special cea referitoare la cresterea densitatii si a 
numarului de case de locuit; in plus, au aparut constructii spatioase, cateva dintre ele au un etaj, 
fiind construite pe o platforma, unele dintre acestea fiind sanctuare. 

Epoca in discutie, Bronzul timpuriu, aduce o crestere a numarului constructiilor, tot mai variate 
ca forma, amplasate in asezari mici, sezoniere, dar, desi fortificatiile in general dispar, inceputul 
Epocii bronzului este momentul care inregistreaza rare - deocamdata - fortificatii: Glina, la 
Odaia Turcului (jud. Dambovita), dar mai ales aparitia tumului capeteniei, in consens cu 
cresterea si cu dezvoltarea unei societati tot mai ierarhizate pe structuri de putere si de prestigiu. 
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ELEMENTS OF METAPHYSICAL ARCHTYPOLOGY: BEEINGS AND 

DIFFERENTIALS 
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Abstract: The heterocosmical fiction of a world that the individual is heading to, a world possible at 
present as well as in the future had involved the idea of compensatory universe composed by worlds that 
are equally possible and accessible during the lifetime of after death (the vertical Christian universe, 
divided in stories by customs of the heavens, and the gnostic supra-storied universe with the 365 circles, 
or the Judaic Hekhalot universe). 

In the gnostic debate, the man has a double allogeneic identity: he is first “cast” into the world and 
isolated in a hostile, strictly delimited space, and then he becomes a stranger also in relation with his 
origins. Unlike the Christian’s position into the world, the position of the gnostic “is tensed in an 
insoluble anguish ” which makes impossible his simultaneous relation to the physical world and to the 
divine space and which leads to confusion and eschatological pessimism. The frontier between man and 
world is doubled by the customs firmly outlined between man and God; in this point, the gnostic 
intellectualism of “extraction from the world” is fundamentally different from the Christian one which 
has elaborated a more nuanced vocabulary of the metaphysics frontiers with the purpose of marking the 
itinerary of the individual retu rn to the celestial homeland. 

Reading the existential individualism in gnostic terms is useful in understanding the modern polychronic 
identity the origin of which could be represen ted by the gnostic motive of the man cast into the world. 

Keywords: identity, physical world, divine space, metaphysic frontier 


Fiintarilc dumnezeie§ti 1 ca si difcrentialelc divine 2 reprezinta tiparul in care lumea Tsi 
define§te natura logosica. Fiinjarile si difcrentialelc nu sunt ierarhizate pornind din Monada (ca 
in panteism); intre Fiinjari relajia este de intennobilitate, iar intre diferenjiale, de 
complementaritate. Organizarea difcrentialclor capata un aspect domenial, in funejie de 
apropierea sau departarea de „Nucleul Anonim”. 

Paradigma cosmologica a lui Lucian Blaga este aceea a unui centru metafizic- Marele 
Anonim, capabil de a se reproduce ad indefinitum, fara a se epuiza §i fara a asimila substance 
din afara 3 . Modelul lui Blaga este unul matematic cantorian 4 : Marele Anonim este echivalentul 
lui Aleph 0, monada din care sunt emise dupa o lege data, siruri numerice infinite, care nu 
epuizeaza unitatea primordiala. 

Marele Anonim nu genereaza lumi, ci este generator de teogonii, deoarece produce 
existence de aceea§i amploare substantial;! (cu care nu se alia insa intr-o unitate perihoretica, 


1 Lucian Blaga, Trilogia cosmologica, Editura Humanitas, Bucure§ti, 1997, p. 16. 

2 Ibidem, p. 31-39. 

3 Ibidem, p. 26. 

4 Matila Ghyka, Filosofla }i mistica numarului, Editura Univers Enciclopedic, Bucure§ti, 1998, p. 104-119. 
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a§a cum propune paradigma crcstina a consubstanpalitapi ipostatice), dar autarhice, avand 
tcndinta de a se substitui intre ele fi de a produce teoanarhie. Pentru a evita teoanahia, Marele 
Anonim ifi cenzureaza posibilitaple creatoare, astfel meat orice creape directa va fi un fragment 
divin infinitezimal. Modelul ktiziologic propus de filosoful roman este cel al genezei prin 
diferenpale. 5 

Diferenfialele divine sunt minime substantial, purtatoare ale unor structuri virtuale, 
rctusatc prin cenzura transcendentului. 

Autocenzura transcendentului in diferenpale divine prezinta similitudini cu teoria 
maximului contras a lui Nicolaus Cusanus 6 : Creatorul se adapteaza la c reapa sa, limitandu-se 
prin Intrupare. In gandirea cusaniana, Christos este maximum contras, dar fi Absolut: „illus 
maximus, quod simul est contractum et absolutum”. 

Maximul absolut este incomprehensibil, dar sesizabil in necuprinderea sa conceptuala. 
Este limita de coincident intre maximum si minimum, Terfid inclus din teoria 
transdisciplinara. 7 Maximalitatea absoluta reprezinta simultan infinitul fi limita ultima a tuturor 
lucrurilor. Ideea cusaniana de infinit are astfel un punct comun cu ideea de perns hodegos, 
interval infinit marginit la un capat, dar tinzand la infinit, din teologia dionisiana. 8 Aceasta 
maximalitate cuprinde in act toate lucrurile posibile (punct in care teoria cusaniana am in teste 
de rationes seminales augustiniene). Lumea este produsul unui proces de generare 9 , repetitive 
a unitapi primordiale, urmata de o processio- generare extensiva, de la un lucru la altul. In 
matematica divina cusaniana, Tatal este Unitatea, Fiul este Egalitatea, Sfantul Duh este expresia 
rclatici de iditate (unitate, unificare) intre Tata si Fiu. 

Fiecare diferenpala ifi are propriul tiraj infinit fi produce catene de structuri virtuale; 
Fiintarilc „se revarsa” in viul Crcapei. Universul Fiintarilor Divine are aspectul unui text rostit 
la imperativ; universul difcrcnpalclor pare compus din tiraje infinite de firaze inspirate de 
atributele divine. 

Fiecare Fiinfare este inzestrata cu propriul „viu de creape”, fiecare nume divin (in sens 
areopagitic) fund sursa unei virtualitap de creape. Iesirea spre lume se face si in cazul Fiintarilor 
fi in cazul difcrcnpalclor dupa principiul marimilor transfinite: fara afectarea Principiului Prim, 
Fiinta de Creape fiind prima entitate, un fel de Aleph 0 al transfinitului creftin. 

Relapa dintre Fiinja de Crcatic si Fiinta Divina este definita in spirit anomeian: Fiinja 
de Creajie este inrudita cu Fiinja lui Dumnezeu prin Chipul de Fiinja in Sine, dar deosebita ca 
substanja fiintiala. Fiinja de Creape este premiza manifestarii divine. Sunt definite astfel doua 
tipuri de ierarhii: Fiinjarile divine ca Energii §i Fiintarilc de Creape. 

(Nu poate fi omisa o comparapc posibila intre teoria difcrenpalclor divine §i mai noua teorie a 
variabilelor ascunse, din fizica cuantica. Variabilele ascunse au fost definite pomind de la 
supozipa einsteiniana ca in spatele aspectului probabilist al mecanicii cuantice se afla o 
structura profunda, o lume de parametri ascunsi, supu§i legii cauzalitajii globale §i principiului 
nonseparabilitapi 10 ; greu de ignorat este si similitudinea dintre structura sizigiilor gnostice- 
combinapi de ipostaze, atribute si energii divine, rezultate din procesul de trecere de la 
Unicitatea divina absoluta la Pluralitatea in unicitate (Abis-Tacere, Logos-Zoe, Telethos-Sofia 
etc) si perechile Heisenberg * 11 - combinatii de marimi pe care nu le putem analiza fi masura in 
acelafi timp, cu precizie absoluta, dar fara de care nu putem defini sistemele de referinta spapo- 
temporale: pozipa fi viteza unei particule, energia fi timpul). 


5 Lucian Blaga, op. cit., p. 31. 

6 De docta ignorantia I, ed. Andrei Bereschi, Editura Polirom, Ia§i, 2008. 

7 Basarab Nicolescu. Transdisciplinaritatea, Editura Polirom, Ia§i, 1999, p. 20-67. 

8 Dionisie Areopagitul, Opere complete, Editura Paideia, Bucure§ti, 1996, p. 135, 149. 

9 De docta ignorantia, ed. cit., Cap. VIII, De generatione aeterna. 

10 D. Bohm, Plenitudinea lumii fi ordinea ei, Editura Humanitas, Bucure§ti, 1995, p. 126-132. 

11 Lawrence M. Krauss, Omul cuantic, Editura Humanitas, Bucure§ti, 2013, p. 35. 
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In spirit origenian, facem difcrenta intre Logos §i Logoi. Logos- ul este un ipostas 
transfinit care se multiplica in theoremata, prostetypomenoi- arhetipuri ale tuturor lucrurilor. 
Logoi sunt propozijii care converg spre acela§i Tot, strabatand Creajia 12 . Logoi (la plural) 
desemneaza lumina revarsata din Logos , termenul fiind sinonim cu dynameis §i energeiai 
(puteri, energii divine). 13 
Pseudo Dionisie 14 face distinctia intre 

uniri ( henoseis) - „cele ale identitajii negraite §i mai presus de cunoastcrc” si distinctii 
( diakriseis ) - icsiri ( proodoi) - manifestari ( ekfanseis) - puteri (dynameis) de care se imparta§e§te 
intreaga Crcatic. in definitia areopagitica „supraunitatea divina se inmuljcstc pe sine ramanand 
Una”. Dumnezeirea se ofera intreaga, nu domenial ca in cazul diferenjialelor. 

Ta apomorgmata ( neasemanarile) 15 desemneaza modul diferit de reflectare a Divinului in 
Creajie. 

Ta endechomena (Chipurile Cauzei) reprezinta perfecta comunicare divina de Sine, prin 
intermediul icsiri lor ( diakriseis, proodoi ). 16 

Dynameis reprezinta vcsnicul flux al Fiintei Divine care se multiplica fara a ie§i din starea de 
Unu. 

Energiile sunt definite de loan Damaschinul in spiritul scrierilor lui Grigorie de 
Nazianz 17 cu expresia „ini(iativa lui Dumnezeu”- axalma theou. Este initiativa Unului de a 
produce existence, ramanand Unul in inmultirc §i deplin in distincjic, Unul dincolo de parte si 
intreg, in Treime unirile fiind mai presus de distinctii 18 . Energiile sunt modele (paradeigmai), 
predeterminari ( proorismoi ) 19 , voiri de a-L revela pe Dumnezeu. „Voirile” dionisiene 
(proorismoi ) sunt sinonime cu „initiativelc” divine damaschiniene ( axalmata ) si cu intcntia 
divina privitoare la Fiinje (ta theia thelemata ) din teologia dogmatica a lui Vasile cel Mare . 20 
Delinitia areopagitica a energiilor (multiplicari ale Fiintei fara afectarea starii de Unu) permite 
comparatia intre dynameis §i henadele lui Proclus (care incercuiesc Intregul in perechi) sau intre 
dynameis si sizigiile gnostice. 

Initiativele divine sunt premizele „Dumnezeirii de Jos” ( hyfeimene theotes). Intennediare intre 
Dumnezeirea de Jos §i Dumnezeirea de Sus, ele exprima atributele divine de margine si 
nemarginire. 

Dynameis - logoi, cf. defini(iei origeniene 

- energeiai (Sfantul Vasile cel Mare) 

- ta theia thelemata- inten(ii divine (Sfantul Vasile cel Mare) 

- axalma theou- initiative divine (loan Damaschinul) 

- proorismoi- voiri (Pseudo Dionisie) 

- hyfeimene theotes- Dumnezeirea de Jos (Grigorie Palama) 

- ta apomorgmata -neasemanari (Pseudo Dionisie). 

Unitatea nesfar§ita a Existen(ei divine in desfa§urarea ei creatoare se exprima in mistica 
iudaica prin indicele sclirotic. Lumea sefirelor nu trebuie inteleasa ca transcendent^ pura ci ca 
spatiu de reflectare a Divinului in Create 21 . Dinamica sefirelor (ca §i a sizigiilor gnostice) 
asigura legatura dintre lumea arhetipurilor ( Merkabah ) §i Crcatic (dintre pleroma §i kenoma in 
sistemul de gandire gnostic). Sefirele sunt modele ale divinului in lume. 


12 T. Spidlik, Spiritualitatea Rcisaritului crepin, Manual sistematic , vol. II, Editura Deisis, Sibiu, 1997, p. 164-165. 

13 Sf. Vasile cel Mare, Ad Amphilochium, P.G., T. 32, col. 869A. 

14 Despre numele divine, II, 4, in Opere complete, p. 140. 

15 Ibidem, II, 6. 

16 Ibidem, II, 8, p. 142. 

17 Defide ortodoxa, 1,4, P.G., T. 94, col. 800 BC. 

18 Pseudo Dionisie, op. cit., II, 11, p. 143. 

19 Ibidem, V, 9. 

20 T. Spidlik, op. cit., vol. II, p. 165. 

21 G. Scholem, Cabala §i simbolistica ei, Editura Humanitas, Bucure§ti, 1996, p. 140-141. 
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In gnoza valentiniana, Divinitatea actioncaza indirect asupra Universului, prin 
intermediul perechilor de eoni (syzigoi). Fiecare structura binara poarta cu ea un atribut al 
Multiplului comun- Propator (de exemplu: Ageraatos §i Henonis, Akynetos-Syncresis, 
Parakletos-Pistis, etc.) Ca si sefirele, eonii sunt principii vitale in mi§care. Pleroma se inchide 
cu Sofia si Horos- constientizarca departarii de arhetipul suprem. 

Sofia este singurul eon care tinde sa rupa lanjul divin, pentru a anula distanja lata de Propator . 22 
Suferinja Sofiei amintestc de exilul fekhinei din mistica lurianica. Dar spre deosebire de acesta, 
Sofia inchide acolada Pleromei §i deschide acolada Kenomei, prin crearea Demiurgului. 

Structura binara din gnoza valentiniana s-ar putea regasi in gnoza lurianica in cele cinci 
configurajii -Parzufim, formate in lumea Tikun-uhii (Rcparatici) dupa „spargerea vaselor” din 
Sefiroth. 23 Pleroma sefirotica apare ca tema in cabala provensala a lui Eleazar din Worms. Sunt 
trei modal itaji de a le explica: 

1. Sefiroth fac parte din natura divina, 

2. Sefiroth nu sunt divine in esenja, desi sunt instrumente ale Crcajici, recipiente ale fluxului divin, 

3. Sefiroth reprezinta elementul imanent al Divinitajii. 24 

Un aspect interesant al decadei sefirotice este havvaiot- suma arhetipurilor sefirotice necreate. 25 

§i Kaballa lurianica si gnoza valentiniana poseda un mit al exilului §i mantuirii construit 
pe structura dualista a unui cosmos riguros organizat. 

In Zohar 26 , Infinitul (Ein Sof) se comunica lovind neantul cu sunetul Cuvantului. La 
randul Sau, Cuvantul se multiplica si se comunica pe Sine luand forma semnelor alfabetului 
emanate din Kether, prima sellra. 27 Literele alfabetului sunt legate unele de alte §i cuprinse in 
unitatea divina- Ehad. Teoria Maamaroth explica cele zece cuvinte fundamentale ale Creajiei 
§i cele zece porunci divine. 

Ehad (Unu) din Cabala timpurie inglobeaza cele zece sefiroth in incercarea de a explica relajia 
Monada-Decada. Ehad cuprinde si unified totul; este §i o modalitate de a face accesibil Atsiluth- 
ul, care nu este o simpla emanatic, ci este manifestarea Unului-Multiplu. 28 

Lumea creata devine astfel un text rostit etem, o virtualitate de nume divine ( kinuiim) 
care il determina pe Dumnezeu. Aceasta (esatura nesfarsita de nume umple spajiul dintre 
extremitajile Cerului ( Deuteronom IV, 32), dintre obiectul etem al cautarilor si raspunsul la 
acestea. Lumea devine astfel substanjializarea limbajului divin. Dar intre litere si nume exista 
spajii albe, surse continue de arhetipuri. Halakhot- secretele spajiilor albe simbolizeaza Creajia 
continua, inepuizabila. Dupa fiecare noua combinajie de litere, urmeaza un moment de 
delectare divina (yaa.yua). 2<> Insu§i vcsmantul divin este tesut din combinajii de litere (teoria 
Malbuf). Malbu§ este spatjul Creajiei, spatiul scenariului cosmogonic si al retragerii divine ( Jim 
Turn)? 0 

In mistica iudaica, Marele Continuu Divin este determinat de cele doua intrebari 
fundamentale: MI?-cine?, intcrogatia din Isaia XL, 26, si MA?- ce? Ele ordoneaza, ierarhizeaza 
universul intre Punctul Suprem (Mi) si Punctul de Jos (Ma). Lumina emanata din Punctul 
Suprem i§i pastreaza nealterata intensitatea. 31 Pronumele-subiect mi (gr. I is) din Isaia se refera 
la cel numit in Deuteronom (IV, 32) „extremitatea cerului” ( akros tou ouranou), iar pronumele 


22 loan Petm Culianu, Experience ale extazului, Editura Nemira, Bucure§ti, 1998, 83-98, 177-180. 

23 G. Scholem, Cabala p simbolistica ei, Editura Humanitas, Bucure§ti, 1996, p. 129 §i urm. 

24 Ibidem , p. 193. 

25 Moshe Idel, Cabala, noi perspective, Editura Nemira, Bucure?ti, 2000, p. 191-204. 

26 Alexandra $afran, Cabala, Editura Univers Enciclopedic, Bucure§ti, 1999, p. 217-301. 

27 Ibidem. 

28 Zoharul (Cartea Splendorii), edi^ia a doua revazuta §i adaugita, trad. Ilie Iliescu , Editura Herald, Bucure§ti, 2012, passim. 

29 G. Scholem, Cabala, p. 52-53. 

30 Ibidem. 

31 Zoharul, ed. cit., p. 26 §i urm. 
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demonstrativ taut a (tis katedeixen panta tautal ) denume§te deopotriva Croatia si manifestarea 
lui Dumnezeu in lume. 

Astfel, cele doua fragmente, din Isaia si Deuteronom definesc spa(iul crea(iei divine: de 
la o margine a cerului la alta si din inaltul cerului panajos pe pamant (epi tes ges kato), puterea 
divina fiind acecasi intre Punctul Suprem si punctul de Jos (Deuteronom 4, 39: outos theos', 
Malachias III, 6: dioti ego kyrios ho theos hymon kai ouk elloiomai) . Adjectivul din Deuteronom 
§i verbul din Mallachias definesc etema egalitate a lui Dumnezeu cu Sine Insusi. 

Sinteza literelor alfabetului ebraic este realizata de pronumele bekha („datorita (ie”) din 
Psalmul XXVI, 13, bakh („prin Tine”) din Exod XXXII, 13 (gr. kata seautou din Psalm XVIII, 
30). 

Pronumele bakh devine astfel sursa tuturor numelor divine ( Exod XX, 1: „Si Dumnezeu 
a pro nun (at toate aceste cuvinte”). Asadar, Dumnezeu a rostit (gr. elalesen ) toate cuvintele si a 
creat tot ce exista ( katedeixen panta tauta- Isaia XL, 26) intre extremita|ile Cerului si pe pamant. 
Universul este creat prin rostire divina. Astfel, cele doua verbe la aorist- katedeixen din Isaia 
XL, 26 si elalesen din Exod XX, 1 devin sinonime; a rosti inseamna a crea. 

Propozi(ia ego eimi (eu sunt) cuprinde toate numele sfinte; Universul devine suma 
numelor lui Dumnezeu (ebr. kinuiim ). 32 

Talmudul delineate omniprezen(a divina, ca Spirit infinit intr-un spa(iu infinit. De altfel, 
insa§i no(iunea de spa(iu este resemnificata: 

„Oare nu este adevarat ca Eu umplu cerul si pamantul?”- Ieremia 23, 24; Psalm 24,5. 
Desemnarea Divinita(ii cu termenul Loc- topos are ca sursa un fragment din Geneza R., 68, 9: 
„Sfintul unic este spa(iul in care se afla amplasat Universul Sau, dar universul Sau nu este 
spa(iul in care este amplasat El”. 

A§adar, spa(iul este asimilat de Divinitate, nu con(ine Divinitatea ( I Regi 8, 27: „Cerurile §i 
cerurile crerurilor nu pot sa te cuprinda”). 

Cosmologia talmudica armonizeaza transcenden(a cu imanen(a lui Dumnezeu. 
Divinitatea este „localizata” in al §aptelea cer, distan(a pana la pamant fiind infinita, iar spa(iile 
dintre ceruri, incomensurabile. Dar principiul omniprezen(ei face loc no(iunii de imanen(a 
divina, prin rugaciune §i prin Legamantul cu poporul ales. 33 

In Sefer Iefira, Crea(ia se face cu ajutorul celor zece cifre primordiale (numite sefiroth) 
care exprima for(ele fundamentale ale ordinii cosmogonice §i din 22 de litere, raportul dintre 
ele nefiind men(ionat. 34 Prima sefira este chiar Ruah Elohim din Geneza 1, 2, in care Dumnezeu 
ascunde literele primordiale. 

in teoria lingvistica a Cabalei de secol XIII, cele zece sefiroth sunt sfere de manifestare, 
de ac(iune divina, iar literele integrate lor sunt configura(ii ale energiei divine. Literele 
reprezinta semnatura secreta a Divinita(ii in intreg procesul crea(iei. 

Isaac Orbul interpreta cuvantul ebraic oth (litera) ca derivat al verbului atha (a veni, in sens 
emanatist, dar §i profetic: ceea ce va veni, in sensul virtu(ii profetice a literelor. 35 Pentru Isaac 
Orbul, prima etapa a manifestarii divine este trecerea de la gandul ascuns al lui Dumnezeu, spre 
vorbire, spre Logos. Cuvintele au for(a generatoare de forma. Procesul de gandire in sine, 
„planul lumilor” este considerat prima sefira, urmata de orientarea gandirii spre Crea(ie si de 
punctul primordial al ie§irii Cuvantului din Dumnezeu. in(elepciunea divina (Sofia) deschide 
lumea numelor pure, elemente primordiale ale crea(iei logosice. Dinamica literelor divine 
rezulta din dinamica lui Aleph- mi§carea ini(iala a vocii care dcclanscaza Vorbirea, pastrandu- 
§i atributul inepuizabilita(ii. Toate literele sunt con(inute de Aleph. Ea este expresia monadei 


32 G. Scholem, op. cit., p. 53. 

33 Ibidem. 

34 G. Scholem, Studii de mistica iudaicd, Editura Hasefer, Bucure§ti, 2000, p. 23. 

35 Ibidem , p. 33-35. 
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care se multiplica la nesfarsit ramanand mereu identica cu sine. Aleph este unitatea perfecta din 
care totul emana continuu , 36 

Mistica merkabah (a carului divin) si literatura hekhalotica (a celor §apte palate care 
preced Tronul lui Dumnezeu) s-au dezvoltat pornind de la speculajia privitoare la viziunile lui 
Ezechiel (I, 5-28) §i Daniel (7, 2-15). 

Conform Carfii lui Enoh (3) 37 , Dumnezeu sta pe tronul slavei, dincolo de cele 955 de 
ceruri, purtat de cele patru hayyoth ha kodesh (Sfinte Fapturi). Pe car este a§ezat omul 
primordial- Yotser bereshith, manifestarea slavei ascunse a lui Dumnezeu, homoioma os eidos 
anthropon- asemanator unui chip de om ( Ezechiel, I, 26). Primul inger este Metatron, 
„principele chipului” care locuicstc in cel de al §aptelea cer Araboth, aproape de §ekhina 
(manifestarea divina), „impreuna cu legiunile maniei, Shinanim de foe, Kerubim cu tortcle lor 
aprinse, Ophanim cu rugurile incinse, Seraphim ai fulgerelor”. 38 

In II Enoh, 13, Creatorul are 23600 parasanghi in inaltimc (un parasang avand 5250 metri), iar 
intr-o alta „estimare”, doar talpile picioarelor sale au treizeci de milioane de parasanghi 39 , 
singur, vizionarul fiind in stare sa priveasca, in extaz, trupul divin. 40 in Zohar, „albul ochiului 
sau formeaza 40000 de lumi, iar cei drepti le vor mosteni in lumea viitoare. De treisprezece mii 
de ori zece mii de lumi i§i au sprijinul in Capul Stramo§ului Tuturor Timpurilor”. 41 Lungimea 
Chipului Sau este de treisute saptczcci de mii de ori cate zece mii de lumi. Acesta este Marele 
Chip, sefira Kether, Batranul Batranilor. Marele Chip a a§ezat un val in fa(a Lui si prin acest 
val a inceput sa se contureze esenja divina ( Micul Chip). Un fir alb pleaca din Capul Batrinului 
spre cel al Micului Chip si de aici spre nenumaratele capete ale Lumii de Jos. 42 
Marele Chip, Stramosul Stramosilor cuprinde in sine toate imaginile, numele, formele, lumile 
de Sus §i de Jos. Marele Chip §i Micul Chip sunt ca brajele aceleia§i balance. 

Dumnezeu a creat cerurile cu mana dreapta §i pamantul cu mana stanga (Isaia XLVIII, 
13, Ps. 101, 25). Numite, ele apar impreuna. 

Asadar, spajiul divin (iudeo-gnostic §i cre§tin) are o structura dubla: arhetipurile celeste 
§i reflectarea lor in lumea creata, printr-un proces de autocenzurare a transcendentului. 
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THE IMAGES AND THEIR HISTORY. THE POLITICAL USAGE OF 

IMAGOLOGY (I) 
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Abstract: Image studies is not about explaining or printpointing the hypotetical „character” or 
„ temperament ” or any race or nation. The imagologist studies statements and texts, and keeps aloof 
from making, or entering into an argument with realworld truth claims for these (e.g. climatological or 
biological determination) are usually essentialist reitifications. 


Keywords: image, nation, argument, determination, truth. 


Egiptenii erau adversari declaraji ai ideii de strSinState 1 , starea lor mentals in acest sens 
incadrandu-se in xenofobie. Adversitatea egipteanului fajS de strain este una categorialS §i 
presupune deci o tratare glo-balS a unei categorii umane. Egipteanul avea siguranja deplinS cS 
respectiva categorie are precise trSsSturi distinctive, pe de-o parte si, pe de altS parte, ca top 
indivizii din categorie au automat trSsSturile categoriei. Avem de-a face astfel cu un exemplu 
viu de imagologie. 

E de precizat insS ca sunt motive sS credem ca radicalismul pe care tocmai 1-am semnalat se 
manifests ca atare doar incepand dintr-un moment anume, cu dctcrminatii precise din punct de 
vedere istoric, a cSror evocare sumarS este de folos studiului de fajS. 

Istoria Imperiului vechi este liniarS, un adevSrat izolationism - „Primul Imperiu“ (primele 
§ase dinastii) orientandu-se spre sine §i nemanifestandu-se in afara Tarii Nilului nici militar, 
nici cultural. Este epoca marilor construcpi, a marilor piramide, epocS dominatS de o 
spiritualitate cu totul cxccpponala, dar ale cSrei detalii sunt in cea mai mare parte necunoscute 
nouS. Insa la sfarfitul dinastiei a Vl-a totul se surpS - tot dinSuntru, fSrS participare strSinS, 
dinafarS. A fost ceva din zona ideii de „rcvolupc“ spirituals §i religioasS, care a nSruit vechea 
lume nSruind principiile pe care era a§ezatS ea. Distrugeri, jafuri, omoruri (adicS lucruri 
neintalnite ina-inte) se produc din nordul panS in sudul Egiptului. 

Perioada aceasta de beznS (pe care egiptologii o numesc „Prima perioadS interme-diarS“) 
dureazS circa douS sute de ani. Apoi, Egiptul se reconstruie§te in datele lui politice anterioare 
- niciodatS insS in datele spirituale de dinainte. Ca detaliu simptomatic: ideea de piramidS 
grandioasS, ca operS a intregului popor, cu toate semnificajiile ei exoterice si esoterice, rSmane 
exclusiv o minune a trecutului; la un moment dat apare o „modS a piramidelor“, dar va fi vorba 


1 Vd. studiul Eddei Bresciani, Strainul, in: Sergio Donadoni (coordonator), Omul egiptean, trad. Emanuela Stoleriu, Ia§i, Ed. 
Polirom, 2001, p. 205-233. 
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de micropiramide, cu scmnificapc strict individuals, facute pentru cutare sau cutare rege si 
discreditand sensul „piramidei“ la nivel de „mormant“. 

Pe fondul schimbarilor de realitaji - unele nemaifiind recunoscute §i aparand altele noi - se 
edifica Imperiul de Mijloc, Cel de-al doilea Imperiu egiptean. Acum accentul se pune pe o cu 
totul alta filosofic de viaja, mult mai materialists, mult mai ancoratS in realitate, intr-un nou 
sistem de prioritSji, in rigorile cotidiene. 

Imperiul de Mijloc a adus o mare prosperitate economics egiptenilor, nemaiintalnitS inainte; 
comerjul a luat un mare avant. Egiptul renunja la izolajionism si incepe sS priveascS tot mai 
insistent spre „necesitSji“ identificate in afara granitclor vechi. Expeditiile faraonilor in Nubia 
dar mai ales in Palestina si Siria asigurS pictc noi. Egiptul devine o mare putere, care face legea 
in zonS. 

Contactele acestea cu strSinii asigurS un sentiment nou, acela al adversitajii faja de ei, faja 
de credintclc lor, fa|S de obiceiurile lor, fata de felul lor de a se comporta. Adversitatea nu e 
radicals la inceput, ci va deveni astfel pe fondul unui eveniment cu repercusiuni extraordinary 
e vorba de venirea hikso§ilor in postura de cuceritori ai Egiptului, in secolul al XVII-lea, care 
s-a produs ca o loviturS de trSznet, ce a nSruit o stare de sigurantS mentals. Din cauza acestor 
cuceritori, a felului in care i-au umilit pe egipteni instSpanindu-se in tara lor, egiptenii deprind 
adversitatea etnicS, invajSturS de prim-plan panS in perioada elenistS. 

Hikso§ii erau o puternicS alianja de popoare Semite, preponderent evrei (a§a cum ne asigurS 
Flavius Iosephus, vd. infra, p. 86, consemnand, desigur, o traditic iudaicS). Pe regii hiksosi 
egiptenii ii numesc „regii pSstori“, §i ajung, prin ace§tia, sS-1 considere pe pSstor (de orice fel 
ar fi el) „spurcat“, a§a cum le aratS Iosif frajilor sSi ( Facerea , 43, 32). 

Hikso§ii infrang armatele faraonului care se retrag spre sud. Egiptul de Jos (adicS nordul si 
Delta Nilului) cade in mainile cuceritorilor, care se a§eazS aici cu gand de statomicie §i isi 
intemeiazS propria capitals la Avaris, in DeltS. Ca un pas ulterior, hikso§ii cuceresc §i sudul 
(Egiptul de Sus) §i i§i instaleazS puterea in mod nemijlocit, dar nu pentru multS vreme, aici 
revenind la putere urmasi ai vechilor faraoni, care insS se grSbesc sS se recunoascS vasali ai 
hikso§ilor, §tiind cS altfel nu vor supraviejui. Statul egiptean din sud se intSre§te insS constant, 
cu gandul la rcvansS. Acelasi gand la rcvansa hrSncstc adversitatea fata de asiaticul hiksos §i 
stimuleazS procesul imagologic, asupra cSruia ne vom opri mai departe. 

in ceea ce-i privcstc pe egiptenii ram as i in nord, ca supusi dirccji ai hiksosilor, ei au propriile 
motivajii de adversitate, pentru cS sunt marginalizaji de noua putere, care-i socotcstc cctStcni 
de rang inferior, odatS ce, firesc, prefers ca aparatul func(ionSrcsc sS fie asigurat de oameni din 
rasa stSpanitorilor. E tocmai contextul istoric prin care biblicul Iosif a venit in Egiptul guvemat 
de cei de-acela§i sange cu el si aici a ajuns mare dregStor la curtea faraonului hiksos. 

Exists texte din categoria celor profetice, care anunjS marile nenorociri ce se vor abate 
asupra Egiptului cauzate de strSini - Profe{iile lui Neferti sunt scrise dupS venirea hiksosilor, 
dar sunt atribuite unui personaj trSpitor in timpul Primului Imperiu (Vd. Documentar. a.). 

Egipteanul nu a intarziat sS-1 identifice imagologic pe asiatic cu ceea ce semnifica in 
semantica egipteanS „diavolul“ - e vorba de zeul de§ertului/de§ertificSrii Seth, pe care grecii 
1-au identificat cu personificarea rSului din mitologia lor, anume Typhon. Seth era fratele lui 
Osiris (din triada supremS Osiris - Isis - Horns) si totodatS ucigasul lui, de aceea personifica 
rSul in general si trSdarea. Chiar ucis, Osiris va fi panS la urmS victorios datoritS faptelor 
extraordinare ale sotjci sale, Isis; find acesteia si al lui Osiris, Horns va da lupta finala cu Seth, 
pentru a-§i razbuna 

tatal §i, totodata pentru a obtinc tronul zeilor. In aceasta lupta, Seth va fi ucis simbolic, in sensul 
ca Horus va reu§i sa-1 castreze. 

Animalul demonic care-1 reprezenta era hipopotamul. O serie de ritualuri magice pe care 
trebuia sa le parcurga faraonul ca activital) de solidaritate cu Osiris figura si aceea de a ucide 
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hipopotamul, ca sa celebreze astfel victoria asupra lui Seth. 2 

Exista un papirus extrem de interesant sub foarte multe aspecte, „Papirusul Sallier“, care 
reproduce o istorie de pe la stars itul dominatici hyksosc in Egipt. Povestirea arata cum faraonul 
hiksos din nord, Apophis, voia razboi cu suveranul egiptean din sud, Sekenenre, pe care stia ca 
il va ca§tiga, dar nu putea pur si simplu sa-1 atace pe acela, probabil fiind determinat de un tratat 
de pace ce stabilea conditiile vasalitajii. Apophis recurge deci la o provocare, in urma careia 
intervenjia sa armata sa fie autorizata. Reproducem 3 in extenso povestirea, pentru ca provocarea 
pusa la cale de faraonul hiksos se bazeaza pe imagologia la care recursesera egiptenii cu privire 
la cuceritorii asiatici. „S-a intamplat ca Jara Egiptului sa fie condusa de Ticalosi, §i la acea 
vreme nimeni nu era rege sau stapan al intregii lari. Pe atunci insa domnea un rege, Sekenenre, 
dar el nu era suveran decat in tinutul din sud, iar Ticalo§ii ocupau ora§ele din nord. Apophis era 
monarhul lor, §i intreaga Jara ii aducea lui toate produsele pamantului egiptean... 

Or, regele Apophis se gandea sa trimita un mesaj regelui Sekenenre, stapanul din sud, cu 
scopul de a provoca galceava. Dupa multe zile, regele Apophis i-a chemat pe comandanjii, pe 
capitanii si pe demnitarii sai; numai ca el nu §tia ce sa-i spuna regelui Sekenenre. Apophis a 
trimis atunci sa-i cheme pe intclepjii §i pe scribii sai, care i-au spus: «0, rege, stapane, 
incuviintcaza ce-Ji vom spune noi». §i ei i-au oferit regelui Apophis pretextul pe care §i-l dorea; 
sa trimita un sol la suveranul din sud si sa-i spuna: «Regele Apophis te roaga sa nu-i mai vanezi 
pe hipopotamii din lacurile §i din apele Jarii, ca sa poata dormi in linistc, pentru ca, zi si noapte, 
Jipetele lor ii sparg urechile.»“ 

Acest mesaj avea scopul sa-1 incoltcasca pe faraonul din sud, pentru ca regii hiksosi il 
inconjurasera intotdeauna cu mult respect pe zeul Seth /.../ iar hipopotamul era inchinat acestui 
zeu. 

Cand i s-a comunicat acest mesaj, „regele din sud s-a tulburat §i n-a stiut ce sa raspunda”. 
Din pacate, Papirusul Sallier, singura sursa a acestei relatari, e deteriorat, astfel ca finalul nu e 
accesibil. Nu stiu in ce modalitate, cert este doar ca s-a ajuns la razboi - cash gat de hiksos, a§a 
cum anticipase. in lupta respective, Sekenenre si-a pierdut viaja, mumia sa fiind dovada celui 
mai mutilat trup provenind din Egiptul antic. 


2 George Hart, Dicpionarul zeilor fji zeifelor Egiptului antic, trad, Mirella Acsente, Bucure§ti, Ed. Artemis, 2004, p.140. 

3 Dupa Arthur Qeigall, Istoria Egiptului antic, trad. George Miciacio, Bucure§ti, Ed. Artemis, 1996, p. 108-109. 
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Fig. 1. Gntp de prizonieri hyksop, legafi impreuna. Au evidente trdsdturi Semite. Din 

decoraiia mormantului lui Horemheb 

Acest episod - relatat pe compartimentul metaforic si simbolic al limbajului imagologic - 
vizeaza o rascruce in istoria Egiptului, pentru ca momentul a avut atat de mare reverberate, 
meat a starnit un avant national ce a dus, in pujini ani, la recucerirea Nordului si alungarea 
hikso§ilor. Primul faraon care i-a urmat lui Sekenenre, Kamose (ultimul din dinastia a XVII-a) 
a dcclansat recucerirea, iar al doilea dupa Sekenenre, Ahmes (cu care incepe dinastia a XVIII- 
a) a realizat revansa egipteana totala asupra hykso§ilor, izgonindu-i din Egipt. 

Polarizand spiritele, imagologia §i-a avut rolul ei, texte care au ajuns pana la noi oferind 
mostre ale unor stari de spirit in acest sens, pana la sintezele unor imprccapi: „Asiatic josnic“ 
- cum consemneaza faraonul Kamose. 4 

Adversitatea faja de straini - cu nuantclc ei, dupa caz, ura sau spaima - domina mentalul 
egipteanului si primeste contur imagologic. Operele literare - povestirile, gen atat de generos 
abordat in Jara Nilului - trateaza, bineintclcs, problema. O gasim astfel in cunoscuta Poveste 
a lui Sinuhet, in care eroul din titlu, exilat din Egipt, este nevoit sa calatoreasca prin diverse 
Jari, unde intalne§te „straini”, mereu priviji cu ostilitate sau neincredere, pentru ca imaginea lui 
Sinuhet asupra lor ii precede pe aceia, a§a ca el „§tie la ce sa se a§tepte”, precum se exprima 
intr-un rand: „Nu cunosc vreun barbar care sa se li imprietenit cu un egiptean din delta“. 5 

Cercetatoarea Isabelle Venturini 6 §i-a axat studiul privind imaginile privind strainul a§a cum 
apar ele in povestirile egiptene; astfel ei sunt „respingatori”, „provocatori“, „avizi si nesatui“, 
„violenJi cu pomiri criminale“ §i, oricum, „inferiori egiptenilor“. 


4 Stela din Kamak, apud Sergio Donadoni (coordonator). Omul egiptean, trad. Emanuela Stoleriu, Ia§i, Ed. Polirom, 2001, p. 
218. 

5 Faraonul Keops §i vrajitorii. Povestirile Egiptului antic, trad. §i edi^ie de Ion Acsan, Bucure§ti, Ed. Minerva (BPT), 1977, 

p. 62. 

6 La perception de I'etranger dans les contes de I'Egypte du Nouvel Empire, in: Le barbare, I'etranger: image de I'autre, 
Actes du Colloque organise par CERHI, Saint-Etienne, 14-15 mai 2004, Publication de l'Universite de Saint-Etienne, vol. 2, 
2005, p. 17-32. 
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Dupa cxpcrienta cu hiksosii, careia i se pune capat pe la 1570 i.Hr., incepand din secolul al 
XHI-lea, Egiptul trebuie sa faca fa|a unui alt pericol strain: incursiunile „popoarelor marii“, 
coaliUi de indo-europeni si scmiti, asociaji punctual pentru cate o expedite de jaf in Egipt, care 
cel mai adesea vin in Jara Nilului dinspre mare. 

Ace§tia impresioneaza mentalul egiptean cel pul,in in acccasi masura cu hiksosii, confirmand 
imaginea strainului ca esenja a raului. Din imaginile pastrate pe stele, se pare ca reprczcntantii 
popoarelor marii impresionau inca mai mult decat hiksosii prin salbaticie, a§a cum este sugerat 
§i in tig.2, unde este reprezentat un grup de oameni inarmaji dczbracaji, a 11 at i intr-o mi scare 
browniana si exprimand un primitivism desavar§it. 



Fig. 2. Grup armat aparfinandpopoarelor marii, pe o inscripfie de la Medinet Habou 

Se pare ca egiptenii erau atat de inspaimantaji de ideea de strainatate/strain, meat foloseau 
chiar amulete care sa-i tina la distanta pe straini 7 . „Stela Israel“ se face ecoul accleiasi cumplite 
spaime de straini: 

„Nu se mai inalfa un strigat in noapte: 

«Opre§te-te! lata, cineva vine, cineva vine 
vorbind o limba straina» uS , 

ba, la Denderah 9 exista un loc care-i exorciza pe straini: 

„Loc a carui taina este ascunsa, 
daca asiaticii ar ajunge la fortareafa. 

Fenicienii nu se vor apropia, 
grecii nu vor intra, 

cei ce traiesc pe nisip nu ne vor inconjura, 
un mag nu-p va face slujba, 
porfile sale nu se vor deschide pentru un 

pacatos.“ m 


1 Sergio Donadoni (coordonator), Omul egiptean, p. 227. 

8 Ibidem, p. 226. 

9 La Denderah se afla un complex sacra, ce include un templu al zei^ei Hator, dar §i unul al Na§terii zei^ei Isis. Cel mai 
mediatizat este insa Zodiacul aflat pe tavanul templului. 

10 Sergio Donadoni (coordonator), Omul egiptean, p. 227. 
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Memeptah, faraon din dinastia a XlX-a, comanda o inscripjie 11 , in care se arata furios pe 
supu§ii sai egipteni ca i-au lasat la un moment dat ncsupravcghcap indestul pe straini: 

,,/Egiptenii/ nu au fast in stare sa-i distru- 

ga ca pe viermi, 

n-au putut distruge trupurile lor, 
pentru ca /strainii/ iubesc moartea p 

urasc viafa, 

iar inima lor este inflacarata impotriva 
oamenilor care pin . 12 
Trecandu-p timpul ratacindprin fara, 
luptand in fiecare zi pentru a-p umple 

hurdle, 13 

/strainii/ vin in Egipt ca sa caute hr and 
pentru gurile lor...“ 


DOCUMENTAR 

a. Profaiiile lui Nefarti : 

„0 pasare ciudata va popula mla§tinile 

Deltei 

Ridicandu-§i cuibul aproape de oameni, 

Oamenii care au lasat-o sa se apropie 

Nestanjenita. 

Atunci pieri-vor aceste splendori, 

Iazurile vizitate de vulturi pescari, 

Pline de pe§te §i pasari. 

Fericirea intreaga s-a dus, 

Jara se incovoaie lovita 
De accsti pradatori 
Asiatici care o cutreiera. 

Dusmanii s-au ridicat la Rasarit, 

Asiaticii au venit in Egipt“ 14 

b. Povestea lui Sinuhet : spre a-i alunga pe beduini §i a-i nimici pe cei ce cutreiera 

nisipurile... 

asiatici ratacitori... 

„...ma intorceam dintr-o razboinica incursiune de pustiire a tarii Tjehenu... 
asiaticii ratacitori s-au vazut siliji... 

„...ucideam pe vrajmasii ce se aflau in acea Jara cu bratul §i arcul meu... “, 15 


11 Ibidem , p. 226. 

12 Aluzie la lipsa de civilizape §i de cuno§tinte profunde a strainilor (comparap cu egiptenii). 

13 Aluzie la primitivismul strainilor, care traiesc doar pentru „a-§i umple bui^ile”. 

14 Reprodus dupa www.raceandhistory.com 

15 Reprodus dupa Faraonul Keops $i vrdjitorii, , p. 58, 59, 61. 
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STYLISTIC ASPECTS OF THE TEXT OF THE DIDACHE. SERMON ON THE 

ASSUMPTION OF THE THEOTOKOS 


Mariana Varlan 

Lecturer, PhD., "Valahia” University, Targoviste 


Abstract: The present communication demonstrates the special artistic value of Anthim the Iberian’s 
writings and the ability of this modern writer to use a particularly beautiful Romanian language, learnt 
in his adoptive country and mastered the way a native speaker would. The stylistical analyisis of two of 
his sermons, dedicated to the Lord’s Mother, highlights that Metropolitan Anthim can be considered “a 
forerunner of the poetical prose in the Romanian literature ”, able to construct true lyrical works meant 
to move but also to instruct, morally, the public or the audience. Founder of the Romanian literary 
language, the Metropolitan Anthim the Iberian depicted, with artistry, events and realities of the times 
that he lived, using words understood by all the people, from the most simple to the most erudite. 


Keywords: stylistic resources, figures of speech, didaches 


1. Introduction: 

By his sermons[l], drafted between 1709 and 1716, the erudite Anthim spoke, with 
clarity and naturalness, in the Byzantine style of oratory, vivid words calling the people’s 
language and speaking to it - in Bucharest or in Targoviste - “from soul to soul”. 

Using a rich vocabulary and a morphological structure very similar to that of the 
spoken language, building large complex sentences, aided by a special culture and with an 
exceptional oratorical talent, the writer-hierarch Anthim merged into his Didaches, in a 
hannonized manner, religious texts and lay sources, finding the “balance between tradition and 
innovation”, and, at the same time, amazing us with his extraordinary capacity to know and 
improve the Romanian language. 

2 . Problem Statement 

Observing the canon of eloquence, by their three parts - introduction, composition and 
conclusion - The Didaches are designed “to strengthen the dogmatic conscience of the believers 
listening to him, but also to eulogize the Christian moral virtues” [2]: faith, hope and love. The 
truths of faith, which, on the one hand, emphasize the beauty of the divinity, and, on the other 
hand, condemn human vices, are stylistically adorned with repetitions, interrogations, 
personifications, comparisons, metaphorical expressions, epithets, hyperbolas, inversions and 
ellipses. 
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A few of these stylistic riches are the subject of our study, as we bring to the fore two 
homilies [3], spoken on the occasion of the celebration dedicated to The Dormition of our Most 
Holy Lady, the Theotokos and Ever-Virgin Mary. 

3. Research Questions 

The question from which we proceed is: “Can a work, written in the eighteenth century, 
capture the attention of today’s readers in such a way as not to be boring by the difficulty of 
understanding it and by the monotony of its composition?” The answer we are trying to give 
relies on concrete facts, leading us to new investigations in the laboratory of the old Romanian 
literary language, using current methods. 

4. Purpose of the Study 

Starting from the premise that "the old literature, in order to be understood, must first 
be loved", we ought to analyze the expressive features of Anthim’s work, by means of the two 
sermons dedicated to the Theotokos, where we find, together, rigor, consistency and unitary 
character. The beauty of the presentation and the artistic harmony greet us on every page. 
Anthim's speech charms the auditor through naturalness and artistry, thus going beyond the dry 
and monotonous content of earlier religious writings. 

5. Research Methods 

The linguistic and stylistic analysis highlights expressive particularities, worthy of 
notice, of Antim’s sermon. Through mise en relief procedures, Anthim builds a picturesque, 
spontaneous and very lively speech. 

6. Findings 

Met twice in the Didaches - in the form of a homily and a teaching [4] - his sermon 
begins, as the others, with a calm content, meant to capture the attention and maintain the 
interest and curiosity throughout the discourse. The exordium is worthy of a Metropolitan like 
Saint Anthim. Both in the first, in the homily, and in the second, namely in the teaching, he 
considers himself unworthy, amateur and neophyte in front of the great mysteries having to do 
with the greatness, goodness and beauty of the Most Holy Lady and Ever-Virgin Mary. 
Therefore, the beginning of the sermons largely contains typical behaviors, namely expressions 
highlighting the modesty and humility of the one who wishes to caress and quench the thirst of 
the listeners’ souls by offering elevated moral models and landmarks: “my words are not 
worthy”, “my non-rhetoric words”, “my mind affected by the cloud of ignorance and even more 
darkened by the calculation of her divine and most brilliant gifts” (“vorba mea nu iaste 
vrednica”, “vorbele mele cele neritoricite”, “mintea mea turburata de norul nestiintii si mai 
vartos intunecata de socoteala dumnezeestilor si prealuminatelor ei daruri”). The use of the 
words of the Scripture convinces and attracts, the preacher being aware that he is speaking in 
the name of Christ and with His power [5]. 

The content of the sermon that we have chosen to analyze stylistically is focused on 
the person of the Ever-Virgin Mary, the praises and glory that she deserves generating a true 
literary masterpiece. By this “prose poem” the author “sovereignly dominates the stylistic 
resources of the Romanian language” [6], using an expressive material, meant to dynamize the 
message and impregnate it with lyrical overtones. An eminent artist of the word, endowed with 
a “prodigious imagination” [7], Anthim establishes a transparent link between idea and image 
to enhance the understanding of the idea and facilitate its penetration in the mind and soul of 
the one who listens. 
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This laudatio dedicated to the Mother of God respects the pattern of the scientific texts. 
By it, the Metropolitan refers to some themes related to her status and prestige. By explanations 
and arguments, Anthim proves a real interest for the numerical symbolism, interpreting, so that 
anyone may understand, the Hebrew form of the biblical name of the Virgin Mary, hiding, 
under the sounding apparel of the words[8], truths of faith concerning the Holy Trinity, the 
Savior’s natures and the Christian mysteries: 

“by her name Mariam... we understand that she encompasses three things in her: first, 
because this name has three syllables, one understands that she gave birth to one hypostasis of 
the Holy Trinity, God’s Son and Word; second, since each syllable has two letters, one 
understands the two natures of Christ, namely the divine and the human nature; third, because 
there are 6 letters in all in this name, by them we understand the 6 Mysteries, great and beyond 
nature, namely the Annunciation, the Birth, the Baptism, the Death on the Cross, the 
Resurrection and the Ascension. With the Annunciation, the mystery hidden for ages has been 
revealed, with the Birth, the heavens have been reconciled with the earth, namely God with 
man; with the Baptism, we have put on the apparel of incorruptness; with the Death, we have 
been given life; with the Resurrection, we have been given the joy and with the Ascension [we 
have been given] the place at the right side of God, the Father." [9] 

This motivation of the linguistic sign, bearing a coded message, is considered an 
artistic procedure, endowing the portrait with an encomiastic content [10]. 

The mystery of the Holy Trinity is interpreted, next, by means of the words spoken by 
the Archangel Gabriel at the Annunciation, in an admiring tone that livens up the 
presentation. “Rejoice, full of grace, the Lord is with you!” becomes a leitmotif of the homily. 
Decoding this formula, Anthim highlights meanings woven mysteriously in his mind: 

“For in the word that says: rejoice one can understand the Son for He is all the joy of 
the world; in the world that says: full of grace, one can understand the Holy Spirit, by Whom 
all the gifts are given, and in the word that says: The Lord is with you, one can understand the 
Father, for He is the Lord of all things, seen and unseen .” [11] 

Anthim’s encomium is signaled by “a lexical-grammatical procedure of warning: two 
lexical pairs, with repeated occurrence, in identical or modified grammatical forms, appear as 
linguistic signals of the eulogy: I wonder (verb) / wonder (noun) and I praise (verb) / praise 
(noun) ( ma minunez / minune ; laud / lauda). Under the tutelage of these terms with multiple 
occurrences in the same piece of text, a subtle rhetoric of insistence and emphasis is developed, 
bringing to light the dominant emotional aspect of the orator, which, in principle, is also 
transferred to the public. 

The special role of the encomium sequences is to maintain the persuasiveness of 
emotional type [12], to settle the attention, enthusiastically and ardently affirming the perfect 
qualities of the Ever-Virgin Mary. Full of affection are also the rhetorical interrogatives specific 
of the announced eulogy: “ Who is this [Lady] coming up from the desert, namely from earth to 
heaven? Who is this [Lady] springing up as the dawn, beautiful like the Moon and exquisite 
like the Sun? Who is this [Lady] ascending from the earth to heaven, whitened, flourished, with 
no trace of blasphemy in her?" 

Comparison, with Anthim, has minimal dimensions and is characterized by 
transparency and wideness! Organized in a ternary system, with the Sun, with the Moon, with 
daybreak[13], the comparisons create, intuitively, by explanations and descriptive associations, 
a portrait worthy of enormous veneration, increasing the expressiveness of the text: 

“She is exquisite, indeed, as the Sun, because she is crowned with all the rays of the 
divine gifts and shines more brightly among the other lights of the sky.” 

“She is exquisite and beautiful like the Moon, because the light of her holiness 
outshines the light of the other stars and, for her great and wonderful brightness, she is honored 
by all the mysterious chains of stars, like a queen.” 
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“She is exquisite like the dawn, because she chased away the night and all the darkness 
of sin and has brought into the world the life-bearing day.” [14] 

Most comparisons have a persuasive role, supporting the stylistic substance, giving 
elegance to the expression and stability to the religious language: “more honored in heaven than 
the Cherubim”, “more honored beyond comparison than the Seraphim”, “more honored and 
happier than an empress of the world”, “taller than the skies”, “cleaner than the Sun”. 

Metaphors organized as well in a ternary manner emphasize the force of the discourse 
by artistic symbolization and sensitization: “she is spring”, “she is cypress”, “she is lily”; “she 
is cloud”, “she is Ever-Virgin”, “she is a locked garden”. In another excerpt, the author of 
nuances the portrait of the Ever-Virgin Mary, calling her “sky”, “the image of God”, “the Lady 
of the angels”, concluding that all these “cannot be enough” to portray the greatness of the 
Theotokos. 

Another figure of speech strengthening the artistic value of this homily is 
the anaphora, defined as the repetition of a word or group of words at the beginning of 
successive sentence fragments, meant to create by repetition a symmetry specific of syntactic 
parallelism [15]. This symmetry “gives a sense of balance, as fundamental element of beauty, 
and as the expression of the constant, strong relations between the syntax elements and the 
figures of speech, determining the enthusiastic expression.” [16] 

“She is exquisite, for she is spring...” 

“She is exquisite, for she is cypress...” 

“She is exquisite, for she is lily...” 

“She is exquisite, for she is cloud...” 

“She is exquisite, for she is virgin before birth, virgin in birth and virgin after birth and 
she is unfathomable depth of goodness and living icon of the heavenly beauties...” 

This pattern of organization will represent a model in both folklore and classical 
poetry, thus Saint Anthim the Iberian succeeds in “partly opening the gates of Romanian 
literature in a modem sense.” 

These repetitions specific of the inner architecture are associated to biblical proper 
names, which gives the text a special sonority and a vibration, but also an unexpected game of 
cadences. Met relatively frequently in his sermons, the stylistic alternations reveal an author 
“who has not only the intuition of rhythms, but also the artistic awareness of their value”. 

“SHE was seen by Moses in Mount Sinai as a bush, burning, yet not consumed” 

“SHE was seen by Aaron as a flowery rod full of fruit” 

“SHE was seen by Jacob as a ladder set up on the earth and the top of it reached to 
heaven and the angels of God ascending and descending on it” 

“SHE was seen by Ezekiel as a locked door, which no one has ever passed through” 

“SHE was seen by Gideon as fleece, by Habakkuk as a shadowy forest, by Daniel as a 
mountain and by Solomon as a bed”. 

The listing of the biblical names in this Akathist hymn is no less expressive. Of course, 
its main purpose is to highlight, through the symbol, the virtues of the Theotokos. 

The repetition with emphatic role highlights the sincere testimony of the orator and his 
exaltation in front of the miracle: 

“Today, heavens open their bosoms...” 

“Today, all the heavenly powers marvel.” 

The figures of speech with epithet value increase the poetic character and the harmony 
of the structure: “the great and wonderful glow”, “birds with sweeter voices”, “flowers with 
many more scents” (“marea si minunata stralucire”, “pasari mai cu dulce glasuri”, “flori mai cu 
multe mirosuri”). These artistic images - visual and auditory - beautify the lyrical portrait of the 
Theotokos. 
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The antithesis in the homily enlivens the presentation by the literary character of the 
typical oppositions of the field of religion: nouns - heaven/earth (cer/pamant), sorrow/joy 
(; intristare/bucurie ), substantivized adjectives - the corruptible/the immortal and eternal {cele 
stricacioase/cele nemuritoare si vesnice), substantivized adverbs - the things of the earth/the 
things from above (cele de jos/ cele de sus). 

“Today SHE is moving from earth to heaven; she leaves sadness behind and goes to 
joy, she leaves the thing of the earth and receives the things of heaven; she leaves the corruptible 
things and wins the immortal and eternal things” 

Anthim, the man with a name meaning/7ower, manages, due to his rhetoric refinement 
and ardent zeal, to stylize and harmonize these notional oppositions by adding to them a vivid 
scent that persists to this day. 

7. Conclusions: 

Through the stylistic procedures used in his Didaches, Anthim proves to be a master 
of the nuances of the Romanian language, “which he considered able to express feelings equal 
in height to those of the Greek language” [17]. 

The whole homily dedicated to the Most Holy Mother of God, this “new Akathist 
hymn”, has the appearance of a prayer uttered from the depths of the soul on behalf of all those 
listening, the people of those times, as well as the people of today. 
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Abstract: In this paper we propose a linguistic analysis of the terms: public servant and police officer. 
Study of specialized languages, legal, in this case, offers opportunity of formulate novel ideas and 
observations on grammatical structure, etymology, linguistic and cultural relations between different 
peoples. 

In juridical language we can see the fact that it can be seen using Latin terms and expressions. The 
influence of Roman law on the other hand, and also the Latin legal vocabulary it was overwhelming. So 
we try an etymological analysis of the terms proposed for consideration. 

Keywords: public servant, police officer, linguistics ethyrnology, juridical term 


1. Introducere. Analiza terminologiilor diferitelor domenii de activitate, etimologia 
termenilor, determinarea zonelor de interferenjS si a raportului cu limba comunS sunt obiective 
principale ale cercetSrii lingvistice pe care ne-o propunem in acest articol. 

Studiul limbajelor specializate, juridic, in cazul de faja, oferS ocazia formulSrii unor idei 
§i obscrvapi inedite privind structura gramaticalS, etimologia, respectiv stilistica limbii literare, 
a rclapilor lingvistice si culturale dintre diverse popoare. 

Limbajele specializate sunt diversificate, iar studiul lor presupune, deci, o abordare 
speciala, proprie fiecarei terminologii care isi identifies, in primul rand, trSsSturile definitorii. 
Relapile care exists intre lexicul comun si cel specializat fac posibilS deplasarea unitSplor 
lexicale dintr-un registru in celSlalt. Vocabularul specializat poate atrage prin specializare 
transfer elemente curente ale lexicului comun sau poate imprumuta altor arii lexicale termeni, 
care pot II supusi unei alte specializSri. 

Din punct de vedere teoretic, limbajul juridic are trei abordSri: abordare lingvisticS, 
abordare juridicS, abordare interdisciplinarS. 

2. Scurte considerate asupra abordarii juridice. Din punct de vedere juridic, 
conceptele de functional- si functional- public sunt definite de Codul Penal care precizezS cS « 
functional-public » este, conform art. 147 Cod penal, “ orice persoana care exercitS permanent 
sau temporar, cu orice titlu, indiferent cum a fost investitS, o insSrcinare de orice naturS, 
retribuitS sau nu, in servicul unei unitStj dintre cele la care se referS art. 145 Cod penal, iar « 
funefionar » este orice persoanS dintre cele mentionatc la categoria functionar public, precum 
§i orice salariat care exercitS o insSrcinare, in serviciul unei alte persoane juridice decat unitSplc 
prevSzute la art. 145 Cod penal. 
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Trebuie observat ca ceea ce este important si conduce la calificarea de functionar public, 
nu este faptul ca insarcinarea este permanenta sau temporara, titlul insarcinarii (director) sau 
modalitatea investirii (concurs, numire, contract), ci exercitarea efectiva a insarcinarii in 
interesul unei unitaji publice. 1 Astfel, o persoana va fi considerate funcjionar public chiar daca 
nu are contract de munca sau o numire in functie, cu conditia sa fi exercitat in fapt atribujiile 
functici §i ca unitatea sa-si fi exprimat legal consimtamantul cu privire la raportul de munca. 

Pe de alta parte, conceptul de » functionar public cu statut special » este definit de 
Legea nr. 360 din 6 iunie 2002 privind Statutul polijistului. 2 Astfel, conform art.l din lege : 
»(1) Polifistul este functionar public civil, cu statut special, inarmat, ce poarta, de regula, 
uniforma §i exercita atribufiilc stabilite pentru Polijia Romana prin lege, ca institute 
specializata a statului. ». 

Legiutorul arata ca « art.l al.(3) Statutul special este conferit de indatoririle si riscurile 
deosebite, de portul de arma si de celelalte difcrenticri prevazute in prezentul statut. » 
Functionarul public este persoana numita, in conditiile legii, intr-o functie publica 
(art. 2 alin.2 din Legea nr. 188/1999 republicat in M.O. Partea I nr.365 din 29/05/2007 privind 
Statutul functionarilor publici). 

3. Abordare lingvistiva. Abordarea lingvistica descrie limbajul juridic sub aspect 
diacronic §i sub aspect sincronic. 

Cercetarile lingvistice de tip diacronic prezinta istoricul limbajului juridic incepand cu 
primele pravile romane§ti traduse §i tiparite in Moldova si Muntenia la mijlocul secolului al 
XVII, continuand cu perioada 1780-1864/1865 (Pravilniceasca condica a lui Ipsilanti - 
promulgarea codurilor modeme ale Romaniei sub domnia lui A.I.Cuza) si pana in prezent. 
Cercetarile lingvistice de tip sincronic prezinta limbajul juridic din perspectiva lingvisticii 
traditionale, structurale, precum stilistica funcjionala, sociolingvistica, psiholingvistica, analiza 
discursului, gramatica textului, teoria actelor de vorbire. 

Dicfionarul explicativ al limbii romane si Dicfionarul limbii romane modern definesc 
termenul FUNCTIONAR, -A, funcfionari, -e, s.m. §i f. drept persoana care indcplincstc o 
munca cu caracter administrative; slujbas. [Pr.: -fi-o ] - Din fr. fonctionnare (dupa functie). 

Se poate remarca o extensie lexicala a acestui tennen. In prima faza, cuvintele noi au 
coexistat cu cele romane§ti care desemnau acccasi entitate (cinovnic /functionar). 

Dupa momentul de bilingvism, termenii concureaza, pana la eliminarea celui existent 
prin cel nou (in cazul de fa(a, mai noul functionar, din franceza, 1-a inlocuit pe cinovnic, 
provenit din rasa). 

Extensia lexicala exprima, de foarte mulfi ani, tendinta constants a oricarei limbi 
naturale de a se amplifica prin impramuturi din limbile donatoare, de regula cu suprematie 
tehnologica, economica §i/ sau politica in lume. 

Fenomenul, inregistrat la mijloacele externe de imbogatirc a vocabularalui, s-a realizat, 
pentru limba romana, chiar din primele incercari de scriere, s-a raspandit in secolele al XVII - 
XVIII-lea, sub inllucnja slavonei §i a limbii neogrccesti, pentru ca, din secolul al XEX-lea, sa 
cunoasca in(luenjclc franceza, germana, engleza, rasa. 

In limbajul juridic se poate observa folosirea termenilor si expresiilor latinesti. InHuenJa 
Dreptului Roman si implicit a limbii latine asupra lexicului juridic a fost covarsitoarc. Romanii 


1 Alexandru Boroi, Gheorghe Nistoreanu, Drept Penal. Parte speciala, Editura All Beck, Bucure§ti, 2005, p.348 -349. 

Autorii arata ca sunt funcfionari publici: „ §i funcfionarii neregulat sau nelegal investifi, adica cei ale caror forme de investire 
sunt in curs de indelinire sau nu sunt valabile, fiind facute cu incalcarea unor prevederi legale, ori de catre organe sau 
persoane incompetente, cu condifia de a fi exercitat in mod efectiv o insarcinare in interesul unei unitafi ublice”. In acest sens 
a se vedea §i O.A.Stoica - Despre subiectul infracfiunii de delapidare, in Legalitatea Populara, nr. 9/1959, p.27. 

2 Text actualizat, in temeiul actelor nomiative modificatoare, publicate in Monitorul Oficial al Romaniei, Partea I, pana la 7 
martie 2005. 
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au fost primii in istoria omenirii care au elaborat o §tiin|a §i o tehnica juridica. Fondul latin 
constituie baza terminologiei dreptului apartinand traditici romaniste sau civiliste, din care face 
parte §i dreptul romanesc. Ace§ti tenneni, locujiuni §i adagii dctin o foarte mare densitate 
informational;!, evitindu-se in acest fel recurgerea la perifraze laborioase. 

4. Analiza etimologica a termenilor „functionar”, „public” §i „politist”. 

a. Etimologia termenului „functionar”. Din punct de vedere etimologic termenul 
functional• provine din lat. functio, -onis 3 „ 1 . indeplinire, executare achitare: functio illius 
muneris „indeplinirea acelei sarcini”. 2. moarte: post hominis functionem „dupa moartea 
omului”. 3. achitare a unei sume: res quae functionem recipiunt „lucruri fungibile (care pot fi 
restituite prin altele de acccasi natura, greutate, numar, masura)”. Functio, -onis i§i are radacina 
in verbul fungor,fungi, functus sum 4 , avand urmatoarele sensuri 1. a se achita, a indeplini:/nngz 
munere „a indeplini o funcjie publica”; militare munus fungens „pe cand i§i indeplinea serviciul 
militar”. 2. a suporta: el mala cuncta animus contage fungitur eius „§i sufletul suporta toate 
sufcrintclc de pe urma raporturilor cu acesta (cu corpul)”. 

b. Etimologia termenului „public”. Vom analiza in continuare, din punct de vedere 
etimologic, termenul public: publicatio-onis sf=confiscare publicus, -a, -um adj.l.public, 
comun, al tuturor. 2. res publicae=lucruri care apart in poporului 3. ager publicus=teren, 
proprieritate a statului. 5 

Termenul publicus deriva din adjectivul latinesc cu trei terminatji publicus, -a, -um 6 cu 
urmatoarele sensuri 1 . public, de stat, oficial : publica ac privata sacrificia „sacrificii publice 
§i particulare”; causa publica „proces de interes public”; bona publica „bunurile publice”; 
publica memoria „document oficial”; bona publico „in interesul statului” 2. public, comun: 
publica verba „cuvinte folosite de toata lumea” 3. (in sens peiorativ) banal, orinar, de rand: 
votes cui non sit publica vena „poet care n-are un talent de rand.” Adjectivul publicus, -a, -um 
are la baza substantivul de genul neutru publicum, -i cu sensul de 1. proprietate de stat, domeniu 
public: publicum populi Romani fieri „a deveni domeniu public roman”; 2. tezaur al statului: 
pecuniam ex publico tradere „a da bani din visteria statului”; 3. venituri ale statului, dari: 
publicum habere „a fi colector de impozite”; 4. granar public, magazin de stat; 5. interes public: 
in publicum consulere „a veghea asupra interesului statului”; 6. loc public: prodire in publicum 
„a aparea in public” 

Un derivat al termenului public este republica. Acestea este cuvant compus, de origina 
latina r espublica, reipublicae (a se vedea limba latina), desemnand o forma de organizare statala 
(sau forma de stat) in care puterea apartinc, in mod democratic poporului sau natiunii acelei lari 
§i care este condusa de catre reprezcntii sai, ale§i temporar, pentru o perioada clar limitata de 
timp. In acest fel, prin limitare, persoane diferite, la momente diferite in timp, ajung sa conduca 
republica. Scmnificapa originala, in limba latina, a cuvantului republica era res, rei - 
treaba/treburi plus publicae - publice, adica respublicae - treburi, probleme publice, adica acele 
probleme care erau comune tuturor locuitorilor acelui teritoriu. Cuvantul compus a devenit 
repede un cuvant nou, de sine statator, respublica, la singular, respectiv reipublicae, la plural, 
in latina. Regimul cunoscut sub acest nume s-a instalat progresiv, dupa caderea Romei regale 
(potrivit legendei: 509 a.Chr., mai probabil 475 a.Chr.) pentru a se desavar§i odata cu 
instaurarea principatului de catre Augustus in 27 a.Chr. Sintagma res publica desemneaza 
„treburile publice" si marcheaza suprematia organizarii unei politici comune pentru totj 
cetajenii asupra res privata, „treburile personale". Suveranitatea poporului se afirma in fonnula 


3 G. Guju, Dicfionar latin-romdn, Editura $tiintifica §i Enciclopedica, Bucure§ti, 1983, p. 507. 

4 G. Guju, op. cit, p. 509. 

5 Teodor Sambrian, Reguli de drept roman-izvoare, persoane, procedura, drepturi reale, Craiova, Editura Sitech, 2015, p. 
422. 

6 G. Gupi, op. cit, p. 1000. 
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care delineate puterea republicana SPQR (Sencitus Populus Que Romanus = Senatul si Poporul 
roman). 

c. Etimolgia termenului “polifist”. Vom incerca sa facem referire si asupra termenului 
polifst, adica funcjionarul public cu statut special. Cele mai vechi denumiri ale polijistului in 
argoul romanesc sunt nume de pasari, folosite metaforic: sticlete, curcan , scatiu, cloncan. 
Metaforele au fost explicate de Iorgu Iordan prin factori istorici: prin extindere de la vechea 
denumire glumeaja a dorobanjilor (a se vedea Pene§ Curcanul al lui Alecsandri) sau pornind 
de la o imagine: "atitudinea (comic de tan(o$a)" sau, mai curand, uniforma colorata a agcntilor 
din secolul al XlX-lea. Astazi este inca in uz metafora sticlete, in mai mica masura curcan; nu 
par sa mai circule nici scatiu, nici cloncan. Mai putin autentice sunt argotismele copoi sau 
prepelicar. In schimb, este folosit in mod curent termenul gabor "polijist"; "gardian", atestat 
din anii ’30 §i folosit de atunci permanent. Originea sa nu este lotus i foarte clara, din punctul de 
vedere al cvolutici semantice; forma trimite la numele propriu Gabor (forma maghiara pentru 
Gabriel ). Popular, in Transilvania (in varianta gabur, citata in Dicfionarul Academiei), acesta 
circula ca termen depreciativ (cu sensul "prost"). Dupa AL Cioranescu ( Dicfionarul etimologic 
a limbii romane, 2001), transformarea numelui propriu in nume comun s-ar fi petrecut mai intai 
in sase§te, unde numele maghiar foarte raspandit ar fi ajuns sa insemne, prin antonomaza, 
"taran, om simplu". In acela§i timp, se §tie ca gabori (cu palarie) reprezinta desemnarea unui 
grup de (igani din Transilvania (vorbitori de maghiara). 

5. Concluzii. 

Limbajul juridic este detenninat de contextul politic §i socio-cultural in care este utilizat 
§i reflecta prin sistemul dreptului, in lingvistica, schimbarile intervenite in societate. 
Caracteristica este permanenta confruntare dintre tradijie §i inovajie, §i a avut loc in direejia 
asigurarii proprictatii, claritajii §i conciziei printr-un proces de unificare, specializare §i 
modemizare la toate nivelele. 

Analiza lingvistica facuta asupra termenilor funefionarpublic si polifist ne-a dat ocazia 
formularii unor idei si observajii inedite privind structura gramaticala, etimologia, relajiile 
lingvistice §i legatura limbii romane cu limba din care provine, respectiv limba latina. 
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Abstract: Inspired by a journey taken in North Africa in 1925, Le Voyage retrospectif (The Retrospective 
Voyage) by Belgian author Franz Hellens presents a series of representative pictures of the visited 
areas. However, these travel notes only partially belong to the genre of travel literature popular in late 
19 th and early 20 ,h century. Therefore, the originality of this work as well as differences between it and 
similar texts written before or during the writer's time are worth exploring. The hypothesis of the present 
study is that the aesthetic dimension of Hellens ’ text renders it remarkable. This is visible in a series of 
narrative and descriptive sequences characterized by aesthetic taste and judgment, or, more generally, 
the aesthetic attitude of the writer-traveler towards the world he portrays. 

In order to identify and analyze the components of this aesthetic network, the paper will first focus on 
how the confrontation between two different socio-cultural worlds (of the traveler and of the visited 
countries) allows the identification of certain anthropologic, ethnographic and historical constants for 
the representation of North Africa in the European literature of early 20 th century. Next, the concept of 
representation will be shifted towards the artistic dimension by analyzing how perception and 
description employ visual and musical filters that help interpret the reality as a work of art. Finally, the 
paper will analyze the components of the writer’s aesthetic taste and judgment, which assign art 
criticism value to these travel notes. 

Keywords: Travel literature; aesthetic taste; art criticism; the representation of the Orient; Western 
view. 


Introduction 

S’appuyant sur le voyage que l’ecrivain beige Franz Hellens entreprend en 1925 en Afrique du 
Nord, redige « de pure memo ire » dix ans plus tard, relu et complete en 1966, retrouve sous 
forme de tapuscrit et publie en 2000, le texte du Voyage retrospectif represente un recit de 
voyage plutot singulier. Celui-ci depasse le statut d’acte de memoire, de recit temoin, qui fixe 
a posteriori une experience de decouverte. Si l’ecriture enregistre, consigne, presente, transmet, 
la vision du monde qu’elle propose s’avere profondement modelee par le regard de l’ecrivain- 
voyageur. La dimension subjective de la relation de voyage suscite une interrogation complexe 
sur les elements qui provoquent ou inspirent la decouverte, 1’observation et la mise en discours 
par l’observateur-narrateur. Si l’auteur a choisi de recourir a un episode de voyage, qu’est-ce 
qui differencie cette entreprise de celle de ses predecesseurs ou de ses contemporains? Nous 
tacherons de montrer que l’originalite litteraire du Voyage retrospectif consiste a mettre en 


1 Franz Hellens, Le Voyage retrospectif: Impressions d’Afrique duNord, Clermont-Ferrand, Presses Universitaires Blaise 
Pascal, 2000. Toutes les citations seront empruntees a cette edition et les numeros de page en seront indiques dans le texte, 
entre parentheses. 
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evidence la fa?on dont le recit de voyage rend compte de T interposition de ce que Hume nomme 
des « obstructions » 2 , c’est-a-dire des obstacles qui peuvent intervenir entre le sujet et l’objet et 
qui sont d’ordre culturel, sensoriel, social, relevant de la mode ou du prejuge. 

Dans un premier temps nous analyserons la confrontation de deux mentalites differentes, qui 
s’organise selon T opposition stereotypee : Occident vs Orient. Quoique l’avant-propos signe 
par Franz Hellens rejette tout attachement a la tradition de la litterature coloniale, ainsi que 
l’influence de la litterature de voyage, il est possible de degager certaines constantes d’ordre 
anthropologique, ethnographique et historique definitoires pour la representation litteraire de 
l’Afrique du Nord dans les recits europeens des XIX e et XX e siecles. Nous essayerons ensuite 
de deplacer la question de la representation du monde africain sur le plan artistique. Nous 
remarquerons ainsi que la perception et la description passent chez Hellens par un filtre visuel 
et musical a la fois. La vision du narrateur, tout en privilegiant la sensation, tend a interpreter 
le reel en termes d’art et a y decouvrir des correspondances insolites avec la peinture et la 
musique occidentales. En fin nous interrogerons l’existence d’une norme de gout, qui engendre 
des jugements esthetiques ainsi qu’une reflexion qui s’apparente a la critique d’art. 

Le regard « naif» et le consensus livresque 

Franz Hellens choisit comme fondement de la construction d’une vision esthetisante de la 
realite la mise en scene initiale de la legende d’un ecrivain-voyageur naif, mais ouvert au monde 
et a ses surprises : 

J’eprouve un peu d’orgueil en meme temps qu’un peu d’humiliation a me savoir nouveau et 
ignorant parmi ce monde. Jeune au milieu des vieillards. Capable d’un cri de surprise au milieu 
du silence solennel, au centre d’un cercle d’eau et d’azur. (p. 2) 

II rejette l’influence de tout bagage culturel qui viendra fausser sa perception et declare n’ayant 
rien lu de la litterature de voyage qui aurait pu le familiariser avec ce continent nouveau, 
l’Afrique, « pas tres differente de bien de choses deja vues, tout autre que celle a quoi [il 
s]’attendant] »(p. 2). L’enjeu de sa naivete intellectuelle declaree est de lui permettre d’agir en 
toute liberte, de garder la fraicheur du regard et de manifester sa surprise. Son projet est de 
fournir non pas une version erudite de l’Orient, mais un rapport de ce qu’il a vu et senti. L’ecart 
par rapport a la tradition du genre est peu dissimule. A la difference de certains ecrivains- 
voyageurs du XIX e siecle, qui ne cherchent que l’image apprise, precon?ue d’un Orient antique, 
mythologique, fantasmatique ou exotique, Hellens transforme l’Afrique en terra incognita et 
son voyage - en evenement singulier. Il affirme, a maintes reprises, non seulement sa 
determination d’enregistrer des images et de les transposer a la fa<^on d’une transmission directe 
« Je me laissais aller, conduire, guider, j’ecoutais, je regardais, j’apprenais. » (p. 1), mais aussi 
la tentation de transformer la figure du narrateur en un aventurier qui decouvre son oeuvre au 
fur et a mesure qu’il l’ecrit : « Je suis un voyageur qui n’a rien lu ou qui a tout oublie, et qui 
penetre ici pour la premiere fois. Qui attend que tout lui soit revele. » (p. 45) 

Tout en exaltant la rupture avec le recit de voyage traditionnel, Le Voyage retrospectif de Franz 
Hellens s’inscrit pourtant dans 1’evolution historique du genre a la fin du XIX e et au debut du 
XX e siecle. Celle-ci enregistre le passage du recit de decouverte et d’aventure, dans lequel le 
monde exterieur et sa connaissance represented l’enjeu principal de l’oeuvre, au recit de 
l’experience personnelle, qui place l’individu voyageur au centre de ses preoccupations. Dans 
ce sens l’ecriture de Hellens est marquee par la transformation de la relation « pseudo-objective 
d’un narrateur-personnage-temoin » en recit « pseudo-subjectif d’un narrateur-personnage- 
acteur » dont le « propos serait moins de presenter un univers plus ou moins neuf et inconnu, 


2 David Hume, De la norme du gout, 1657, in Les essais esthetiques II, trad. R. Bouveresse, Vrin. 1974. 
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que de rendre compte des echos de cet univers dans l’individualite qui voyage et observe » 3 . Le 
texte hellensien contient cependant des invariants propres a la tradition de la litterature de 
voyage, annonces des la preface. Redigee a la premiere personne, pour certifier 1’identification 
entre auteur, narrateur et personnage, celle-ci pretend rapporter un voyage vecu, transcrit de 
fa?on exacte, et sans ambitions litteraires. Les questions du comment et du pourquoi que G. 
Genette idcntilic dans le fonctionnement des prefaces 4 se retrouvent dans cet Avant-propos ecrit 
en 1966 par Hellens. Le pourquoi en tant que presentation des themes, valorisation de 
l’importance du sujet traite, de l’originalite et de l’inscription du texte dans une tradition 
culturelle, le souci d’authenticite et d’humilite de l’auteur, s’associe au comment qui aborde les 
informations sur la genese de l’oeuvre, le commentaire du titre, les declarations d’intention pour 
se transformer en un « appareil typiquement rhetorique de persuasion » 5 . Le titre, et de la, le 
recit entier, est place sous le signe de la memoire : 

Ce titre appartient d’une facon plus realiste aux notes et tableaux du voyage africain. La verite 
est celle-ci : ces relations furent ecrites plus de dix ans apres le voyage materiel [...] ; et cela 
de pure memoire, sans l’aide d’aucune note prise sur le vif et dans le moment. II faut croire que 
tout ce que mes sens et mon esprit avaient rencontre s’etait si bien grave en moi, dans 
Tensemble et le detail, que ce ne fut qu’un jeu, dix ans apres, de le coucher sur le papier. Et 
j’ose certifier que rien, dans ces notes retrospectives, n’est ni arrange, surfait, outre, ou 
simplement imagine. Tout y est vrai, direct, comme ce fut vu, contemple, vecu. 6 

Le Voyage retrospectif s’inscrit tantot dans le prolongement, tantot dans un rapport 
polemique a la tradition. Si dans la litterature du XIX e on assiste a la theatralisation de l’Orient, 
qui se fait decouper en une serie de scenes typiques, des villes touristiques et des visites 
obligees, qui suscitent le plus souvent des descriptions uniformes, Hellens ne suit pas l’itineraire 
consacre. II ne se laisse pas seduire par les mines - il n’est pas « amateur de beaux restes » - 
mais par les villes et surtout par le desert et la mer. A une esthetique de l’exotisme historique, 
il oppose une valorisation du present, des villes grouillantes de vie. Le culte du souvenir est 
remplace par la saisie du reel dans sa spontaneity. L’Orient existe chez Hellens autrement que 
de facon retrospective et le present n’est plus le sujet d’une ellipse temporelle qui pourrait le 
discrediter. 

La structure du texte releve du meme jeu d’identification et de distanciation face au recit de 
voyage traditionnel. Celui-ci se construit autour d’une pratique de la discontinuity, sous la 
forme des « croquis », des « notes », des « impressions fugitives » (termes employes dans la 
majority des prefaces). L’element responsable de la coherence de l’oeuvre est la reproduction 
de la diversity, de 1’aspect apparemment heteroclite et hybride des sensations vecues et des 
images vues, par T intermediate d’une individuality creatrice. Hellens organise cependant ses 
reflexions de facon a aboutir a une vision finale unitaire, dont il peut degager des significations 
artistiques, esthetiques, anthropologiques. 

Le texte rappelle sous certains aspects la « periegese » antique, qui designait une relation de 
voyage, a caractere plus ou moins scientifique et avec une part de generalisation concernant 
surtout les moeurs et le caractere des nations. Sans se rapprocher de l’analyse ethnologique qui 
s’appuie sur un savoir sociologique referentiel, Hellens devient parfois un observateur critique 
des mentality s orientales. Ce sont des remarques qui lui permettent d’esquisser un ecart et de se 
revendiquer de fac^on constante d’un systeme socioculturel qui est celui de 1’ « homme du Nord 
». A l’instar des ecrivains-voyageurs precedents, dont l’un evoque assez souvent, L. T. 


3 Adrien Pasquali, Le Tour des horizons. Critique et recits de voyages. Paris, Klincksiek, 1994, p. 91. 

4 Gerard Genette, Seuils, Paris, Seuil, 1987. 

5 Gerard Genette, op. cit., p.184. 

6 Franz Hellens, Avant-propos au Voyage retrospectif, op. cit., p. III. 
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Lawrence, pour lesquels la tentative de s’adapter aux moeurs des Orientaux, ne va jamais 
jusqu’a 1’obliteration de leur propre identite, Hellens met en scene un moi qui ne perd nullement 
ses droits et qui n’abandonne pas son europeanisme. 

II ne s’agit plus dans son cas de s’approprier l’Orient en tant qu’Occidental, ni de hierarchiser 
les cultures, mais de decouvrir la difference et de la decrire tout en Taccompagnant de 
jugements. L’analyse de certaines composantes socioculturelles orientales se fait en fonction 
d’un code occidental. Un exemple de mise en presence des deux codes opposes, ayant comme 
effet une perversion des termes qui viennent nommer une coutume, se retrouve dans un episode 
qui evoque un cortege d’« etranges pleureuses ». Assis a la terrasse d’un cafe, le narrateur 
surprend une procession de femmes voilees, suivies par des fiacres entierement fermes et dont 
les portieres sont couvertes de stores. La solennite du defile a laquelle s’ajoute un fond sonore 
monotone, assimilable a une « melopee de grillons, rythmee et ininterrompue » sont des 
composantes qui, « aux yeux de l’Europeen », contribuent a 1’identification d’un evenement 
tragique, en l’occurrence un enterrement. De fa?on paradoxale, conformement au code social 
arabe, « cet enterrement, ces funerailles [...] c’est un manage. Les femmes conduisent la mariee 
a l’epoux » (p. 15). L’historiette de cette confusion humoristique sert, entre autres, d’appui aux 
reflexions discursives du narrateur sur la constitution et 1’insertion du couple dans la societe 
musulmane. Le cote didactique de l’episode est d’autant plus evident que le fragment intitule « 
Noces » procede d’une certaine structure. II s’ouvre avec une digression sur le role de la fatalite 
dans la constitution du couple, exemplifie ensuite cette hypothese par 1’anecdote que nous 
venons de citer et s’acheve par une interpretation symbolique de cette pratique maritale 
illustrant « la soumission du couple a la lois divine [...] ; la reconnaissance du hasard [...], ce 
gout du jeu qui prend ici Failure du genie » (p. 15) et par des considerations ironiques portant 
sur les « soupapes » et les « menues compensations » que la conscience arabe s’offre face a ces 
contraintes. Neanmoins ce que cet episode reussit a mettre en evidence, du point de vue 
esthetique, c’est la fa?on dont deux codes socioculturels opposes peuvent connoter 
positivement ou au contraire, negativement, les pratiques signifiantes d’un ceremonial. 

La realite a Voeuvre 

L’experience immediate n’est pourtant pas primordiale dans ce recit presque 
entierement focalise sur la perception du narrateur-protagoniste. Ce dernier est avant tout une 
conscience creatrice. II visite les sites a peu pres comme des expositions, comme des lieux qui 
lui permettent de mettre en relation images, objets et des sons, en offrant de multiples voies de 
contemplation et de combinaison selon les deambulations (physiques et surtout esthetiques) du 
visiteur. Le suivre signifie assister a la transformation du vecu, devenu un simple pretexte, en 
une vision que le voyageur se forge du pays visite. II n’est pas inutile de rappeler que Hellens 
n’ecrit pas un journal de voyage, notant des impressions au fur et a mesure qu’il les vit, mais il 
redige son recit apres coup, a un intervalle temporel assez important. Si le voyage a ete un 
moyen de confronter sur place sa culture litteraire et artistique avec la realite, sa redaction 
comportera une liste de representations qui associent souvenirs personnels et images culturelles. 

Ainsi, a 1’instar des ecrivains-voyageurs du XIX e siecle, Hellens est seduit par une image 
feminine de l’Orient. Un tableau de vie quotidienne - des femmes portant des jarres en terre 
cuite remplis d’eau - devient le point de depart d’une serie d’equivalences mythiques. Plusieurs 
topo'i s’y retrouvent. « L’amphore biblique », en tant qu’objet d’art representatif de l’Orient, est 
souvent associee a une figure de la fertilite. La relation de contigui'te avec l’eau qu’elle contient 
et avec la terre dont elle a ete modelee renforce la symbolique maternelle. La superposition, « 
par contraste ou similitude » de deux formes debouche sur un transfert identitaire : le contour 
de l’amphore, « voluptueusement arrondie », renforce celui de la « hanche de la porteuse » sur 
laquelle elle s’appuie : 
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Au soleil de midi comme au crepuscule du soir la silhouette humaine et la silhouette de 
Tamphore prennent une forme identique. J’ai ete firappe plus d’une fois, en parcourant les rues 
de Kairouan ou de Tunis, par la ressemblance d’une silhouette feminine enveloppee dans sa 
robe et ses voiles, avec la fonne elementaire et definitive de Tamphore. (p. 50) 

Selon le code esthetique occidental, tributaire a un imaginaire feminin de TOrient 
comme terre de la decouverte et de la conquete, cette image devient emblematique pour toute 
une contree : « L’amphore, qui appartient a TOrient, prend la fonne meme de TOrient » (p. 50). 
Le jeu des images superposees : amphore - femme - terre - Orient est renforce par le renvoi a 
une representation picturale de TOrient biblique. Si « majeste et douceur des femmes, c’est tout 
TOrient» (p. 51), ces composantes font echo a une illustration de Gustave Dore, que le narrateur 
pretend avoir contemplee pendant son enfance. Cette derniere montre un « groupe de femmes 
aux longs voiles revenant de la riviere, l’ume sur la tete, tandis que deux autres femmes se 
penchaient au bord de l’eau, les bras tendus vers la corbeille d’osier ou reposait Moi'se enfant, 
endonni » (p. 50). Hellens construit ses essais autour des tensions associatives entre les 
observations faites in situ et Tintertexte artistique : Tobservateur per^oit une image empirique 
selon des schemas picturaux ou bien il associe un tableau de vie a une oeuvre d’art, en les situant 
sur le meme plan artistique. 

Un autre exemple ou image et intertexte visuel fusionnent est la scene de pieta masculine, qui 
fait apparaitre un ho mm e portant sur ses bras un autre, malade et immobilise, le couple 
descendant une vieille rue, dont la trajectoire se prolonge dans le ciel. La « vision du bon 
Samaritain » a une forte composante visuelle, annoncee des le titre du fragment « Constantine. 
Deux tableautins ». La description laisse transparaitre la fascination qu’exercent sur Hellens les 
arts visuels, notamment la peinture : 

Dans une des rues du vieux Constantine, de celle qui montent pour n’aboutir, dirait-on, 
qu’au bleu du ciel, j’ai vu descendre un homme en burnous portant dans ses bras un paralytique 
demi-nu, d’une maigreur squelettique et qui regardait le ciel. Ou cet homme allait avec son 
fardeau ? II n’avait pas fair presse, ni embarrasse par cette charge. On eut dit qu’il la portait de 
toute eternite, par pitie ou par habitude, (p. 59) 

Hellens opte souvent pour Yekphrasis comme mode narratif, grace auquel les 
personnages, les situations s’imposent au lecteur, comme si T instance narrative etait devenue 
un simple pinceau. Cette figure de rhetorique doit etre comprise ici dans son sens premier, celui 
d’un exercice verbal impose a Torateur, qui doit provoquer un effet de visualisation 
spectaculaire appele enargeia. La description exhaustive de l’objet parvient a faire apparaitre 
l’objet devant les yeux de Tauditoire. Le concept subit un deplacement semantique dans la 
rhetorique moderne, identifiant l’objet decrit a une oeuvre d’art, aspect auquel nous reviendrons 
dans la troisieme partie de cette etude. Nous retenons pour le moment la finalite esthetique de 
cette pratique rhetorique : seduire les auditeurs ou les lecteurs et les transformer en spectateurs. 
Les peintres que Tecrivain evoque en marge de ses descriptions - Delacroix, Rubens, 
Rembrandt - ont choisi eux aussi comme themes de predilection des scenes bibliques. La 
perception que Hellens donne de Tunivers oriental allie la realite et le genie artistique. A 
Tinverse de la demarche habituelle, ou Toeuvre d’art est censee reconstruire la realite, Le 
Voyage retrospectif valorise le reel meme en tant qu’oeuvre d’art. La perception du monde 
empirique est, sinon identique a la perception de Toeuvre, au moins de la meme nature. II ne 
s’agit pas seulement de reactualiser et de redecouvrir des oeuvres d’art consacrees, ni 
d’identifier des scenes authentiques analogues, mais de contempler un paysage comme Ton 
contemple une toile. La perception devient reflexion esthetique. Des figures, des poses typiques, 
des schemas compositionnels, des colons semblent soutenir Thypothese d’une nature artiste. 
Figes dans Timmobilite et dans le silence, au point de se confondre a des mannequins, les 
protagonistes, des « mendiants, masculins ou feminins », sont des spectres prets a se 
metamorphoser en images. Les descriptions de Hellens, qui gravitent autour d’une importante 
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composante visuelle et utilisent le present a valeur atemporelle, peuvent etre lues comment 
autant de fragments de critique d’art: 

Une vieille mendiante accroupie contre le mur, le visage noir couvert de pustules et 
mange par les mouches ; cet etre humain se voile dans un chale, une loque, dont elle agite de 
temps en temps un coin pour chasser les mouches. D’autres mendiants, masculin ou feminins, 
tout le long des couloirs, au soleil et a Tombre, confondus avec Tordure, devenus ordures et 
tout brillants d’ordures, chantent ou se taisent, tendent des mains ou demeurent sans bouger et 
comme indifferents a ce qui se passe. Ils ont Fair de dormir. Ils prient ou ils revent. Plusieurs 
sont aveugles. Quelques-uns beaux comme des Rembrandt. 

On peut se demander ce qui est le plus etonnant dans ces rues : le miracle de cette salete 
rayonnante ou celui des ors, de Targent, des soies precieuses, des cuirs rouges, des gemmes et 
des cuivres, orchestre de couleurs, ininterrompu, conduit par le plus puissant des maitres : le 
soleil ? 

Aucun doute : dans l’eclairage artificiel de ses tableaux, Rembrandt avait devine l’Orient. II 
avait TOrient en lui. (p. 6-7) 

L’impact de Timage sur l’ecriture de Hellens provoque une sorte de « mise en spectacle 
» du monde, car les personnages et les situations sont typifies, theatralises. Des instantanes 
representatifs deviennent des images archetypales de la peinture classique. Les effets de la 
propulsion ekprastique de son ecriture renvoient a ce que Else Jongeneel appelait, a propos de 
l’oeuvre de Claude Simon, les « pouvoirs transgressifs » du texte : « des scenes de la vie de tous 
les jours [...] se transmuent en photos sous le regard medusant du narrateur ». 7 La perception 
ne se reduit done pas a une saisie de formes, de structures, d’agencements spatiaux, mais elle 
est filtree et schematisee par des elements qui deviennent des modeles d’une lecture possible 
de la peinture, celle de Rembrandt en l’occurrence. 

Sans doute, l’observateur fait-il partie de l’ensemble de sujets observateurs qui peuvent fonder, 
selon Hume, une « norme du gout ». II renvoie au critique ideal qui « ne manque ni de 
delicatesse, ni de bon sens, ni de la frequentation des oeuvres, ni d’impartialite, et qui s’est 
astreint a la pratique des arts et a la comparaison de leurs productions » 8 . Un detail d’ordre 
biographique apporte un eclairage supplementaire sur cette propension au visuel. Voulant etre 
peintre, Hellens etudie le dessin et l’aquarelle. II s’exerce aussi dans la critique d’art, ses essais 
portant surtout sur la peinture contemporaine, notamment beige. De plus, il collabore avec des 
peintres et des dessinateurs a 1’illustration de ses livres. 

Le voyageur est attire surtout par 1’irruption de la lumiere dans le tableau ainsi que par son 
rapport a l’ombre. La fascination de Hellens pour le soleil est celle de l’homme du Nord qui 
decouvre l’eclat du Midi. Cette decouverte, faite pendant son premier sejour sur la Cote d’Azur, 
n’est pas un pur accident biographique. Toute son oeuvre temoigne d’une attention particuliere 
accordee aux fonctions symboliques de la lumiere et des tenebres. La lumiere « poussiereuse, 
directe et dure » de l’Afrique agit sur les couleurs qui deviennent « eblouissantes ». Neanmoins, 
tandis que le paysage est plonge dans une ambiance aveuglante, le voisinage de l’ombre 
engendre le contraste et rend l’image claire. Pour la sensibilite visuelle de Hellens, la fa 5 on 
dont une tache de lumiere s’imbrique dans l’obscurite d’une rue devient le ressort d’un nouvel 
appel a l’univers pictural occidental: 

Les peintres font remarquer qu’un coup de rouge, d’une teinte vive, dans un tableau 
d’ensemble un peu sombre et diffus, releve le tout, jette le spectateur dans l’allegresse. Les 
grands artistes, Rembrandt, Rubens, Delacroix, ont compris cela. Desormais aucun paysage, 
pas le moindre coin de rue, ne manquera de cet aliment miraculeux, flamme dont la necessity 


7 Else Jongeneel, « Vision lectorale et effets d’image » in Beatrice Bloch et al., Art, regard, ecoute. La perception a I’ceuvre, 
Saint-Denis, Presses Universitaires de Vincennes, 2000, p. 96. 

8 Carole Talon-Hugon, « Hume, De la norme du gout. La voie moyenne de l’expertise » in Regine Pietra, Esthetique des 
gouts et des couleurs , Grenoble, 1998. p. 172. 
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est indiscutable, mais dont on ne peut dire pourquoi elle se montre la. Nul artiste ne l’y a mise 
; elle releve du hasard, eternel miracle des hommes et de la nature, (p. 5) 

Evoquant le cas de Delacroix, les convergences litterature-peinture ne s’arretent pas aux 
decors lumineux de la terre orientale. Le chromatisme intense et l’aspect bigarre represented 
pour le peintre la source d’un choc esthetique. Ses toiles orientalistes, inspirees par son voyage 
africain (1832), associent au tumulte des couleurs les formes en mouvement pour representer 
un monde excessivement dynamique. La meme impression transparait de la description que 
Hellens consacre aux rues « grouillantes d’une etrange population)), ou s’agite une peuplade 
qu’il definit en tennes de « fourmiliere », « voliere », « ruche ». Le coloris joue un role 
primordial dans la saisie de cet Autre, qui a l’aspect exotique d’un « oiseau des lies ». Les 
costumes deploient des couleurs « nouvelles pour l’Europeen », « exasperantes » meme : 

Cette couleur des costumes en Afrique, dans les grands rassemblements est indescriptible et, 
du reste, a mes yeux de classique, d’un pittoresque outre. Les couleurs arabes, l’oeil aussi bien 
que le gout s’en fatigue vite, il vient un moment ou on ne peut plus les supporter. Les couleurs 
de la nature se montrent toujours sobres. Mais l’homme abuse des siennes ; du moins c’est ce 
qu’il semble. Sans doute suis-je injuste en cela comme en toutes les choses qui restent fermees 
a mon esprit; une des donnees du probleme oriental doit m’echapper, je le sens. II doit y avoir, 
dans cette debauche des couleurs vestimentaires, un besoin que je ne m’explique pas. (p. 39) 

Cette impression de tape-a-l’oeil implique une evaluation de la part de l’observateur. L’image 
perdue est inseparable d’une reaction subjective et d’un jugement esthetique. Son contenu 
descriptif, qui focalise sur l’aspect brillant, depourvu d’harmonie, sur la combinaison criarde 
de couleurs, est double par le rejet de l’image. Les implications evaluatives des termes 
employes, tels que « pittoresque outre », « debauche des couleurs vestimentaires », derivent en 
partie d’un usage traditionnel attache a un certain canon, a une certaine « nonne » de gout. 
Hellens se reclame non seulement d’une mode vestimentaire occidentale, mais d’un courant 
esthetique qui prone la mesure et l’harmonie a travers « [s]es yeux de classique ». Les attributs 
de cette image sont transcrits non par des adjectifs, mais par des verbes qui indiquent 
notamment la reaction de l’observateur, dont le gout « se fatigue » et ne « peut plus supporter 
»la vue. L’esthetique se colore ainsi de l’esthesique. Mais le voyageur ne revendique pas moins 
la part du gout en tant que sentiment ou sensation. Puisque, s’il avoue etre conscient d’une 
certaine qualite, que d’autres puissent remarquer et apprecier, il se reserve le droit de ne pas 
1’aimer. 

Ainsi, si l’on refait le trajet de 1’experience esthetique vers l’objet qui l’occasionne, il est 
possible de deceler le systeme de pensee de son auteur, de decouvrir les qualites et les modalites 
de leur attribution a differents objets. Chez Hellens, l’existence de certains « regies du gout » 
est d’autant plus evidente qu’elles sont constamment confrontees a la realite. Dans la mesure 
ou il y a mise en forme du voyage, il y a « esthetisation » du recit, voire selection, 
transformation, comparaison. A travers ces references intertextuelles, l’ecrivain incorpore le 
reel dans son systeme ideologique et esthetique. Il se rapproche ainsi du profd qu’esquisse 
Hume d’un juge qui est « quelqu’un accoutume a voir, a examiner, a peser la valeur des 
realisations de diverses sortes qui ont ete admises dans des epoques et des nations differentes » 
et done « habilite a juger des miracles d’une oeuvre qu’on lui presente et a lui assigner le rang 
qui lui revient parmi les productions du genie ». 9 

Voyageur, ecrivain et critique d’art 


9 David Hume, De la norme du gout , op. cit., p. 92 
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Le voyageur, meme s’il rejette une version erudite du recit de voyage, se retrouve souvent dans 
la posture du contemplateur situe devant un objet d’art. L’ecriture transcrit alors la perception 
esthetique en acte. Uekprasis, dans Tacception que lui donne la rhetorique modeme, celle de 
representation d’une oeuvre d’art reelle ou Active dans un texte litteraire, remplace la narration 
et ralentit le rythme de Tevenement evoque. Elle repose sur la description, mais dans le cas de 
Hellens, une description ouverte vers la reflexion esthetique et philosophique. La perception de 
Tarchitecture arabe, des tapis, des objets artisanaux, s’enrichit par des mises en relation avec 
d’autres tableaux, couleurs et arts. Uekphrasis se poursuit alors au-dela de la presence de Tobjet 
artistique, le sujet faisant appel a Timagination, au savoir, a la reflexivite. 

Les descriptions relevent d’une rhetorique de l ’ekphrasis par la presence de certains concepts 
et artefacts. Dans le fragment intitule « Sur Tart arabe » Hellens essaie une definition de Tart 
arabo-musulman. Celle-ci rassemble des attributs a contenu general dans une approche 
heuristique qui enumere et nomme formes et couleurs pour les interpreter ensuite spontanement, 
en apparence sans s’appuyer sur des connaissances prealables. Cet art se remarque par son 
caractere « monumental et decoratif », « mi-religieux, mi-profane », « populaire », « collectif 
». La suite des predicats descriptifs, a caractere objectif, qui vise plutot Tensemble de la 
production artistique arabe redevable a un e forma mentis et a un style particulier de penser et 
d’executer Tart, est interrompue par un jugement frappant par stereotypie : 

Quels que soient la beaute et Telegance des proportions, le charme des motifs et des 
developpements, cet art reste un art mineur aux yeux de TEuropeen habitue aux grandes 
creations du genie fibre, (p. 27-28) 

Le terme « art mineur » rappelle une distinction plus generale que Thistoire de Tart et 
Testhetique introduisent dans Tensemble des arts et des genres litteraires, insistant sur le 
caractere ornemental de ces ars appliques. II se charge en outre d’une attitude depreciative de 
la part de Tobservateur a l’egard de Tobjet contemple. Cette remarque est attenuee, car 
Tobservateur ne manque pas d’identifier, d’une part, la coexistence de Tarabesque, du « feston 
», des « broderies » et d’autre part, le cote monumental, la capacite singuliere de « faire grand 
avec des moyens modestes ». Hellens choisit en effet de focaliser sur Tarchitecture, ainsi que 
sur Tart des tapis orientaux. La peinture n’est jamais convoquee, possiblement en raison du 
constat que « Tart arabe ne souffle aucune representation » (p. 28). Carence suppleee, certes, 
par la tendance constante de Tobservateur de retrouver dans les tableaux vivants des villes des 
schemas compositionnels et des gammes chromatiques des chefs d’oeuvres de la peinture 
europeenne. 

Apres avoir ete soumis a un regard englobant, Tart arabe est analyse par le biais de differentes 
oeuvres, qui en condensent les regies de construction. L’observateur isole des objets 
emblematiques qui illustrent des lois formelles (plastiques, musicales, narratives), applicables 
a tous les domaines artistiques. Pour le narrateur, T Orient se presente sous un double aspect, 
visuel et musical, et ses leitmotivs sont Tarabesque et la fugue. Ces deux elements homologues, 
mais s’articulant dans des registres artistiques differents, precedent d’un motif central, d’une 
intuition originaire qui est a la base de tout un systeme esthetique. 

Si Tarabesque se revele incompatible avec la sensibilite artistique de « l’homme du Nord », 
pour lequel la « richesse est une valeur toute interieure », il se situe en revanche au coeur d’un 
systeme esthetique complexe : 

Pourtant dans cet art etrange, on en revient toujours a Tornement, a ce qu’on a nomme d’une 
fa$on claire et definitive Tarabesque. Mais ce qui ne paraissait tout a l’heure que pur amusement 
decoratif, prend un autre caractere maintenant que nous y avons regarde de plus pres. Cet 
entrelacement continu de lignes, de courbes, d’ovales, de losanges, de toutes les figures 
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geometriques rappelant plus ou mo ins les formes de la nature vegetale, n’est pas pur 
divertissement de miniaturiste penche, la loupe a l’oeil, sur la page a couvrir ; ni cette feerie d’or 
et de couleurs vives, appliquees aux moulures et aux marbres tailles, simple jeu de 
kaleidoscope, pour le plaisir et la distraction des yeux. (p. 29) 

Au-dela de la mise en evidence des principes structuraux de 1’arabesque, dont la symetrie et la 
repetition, la simplicity du schema initial et la richesse de Tornementation visant a combler le 
vide, Hellens decouvre le gout du « mystere » et de T « illusionnisme ». Un certain rythme, un 
dynamisme, un mouvement s’insinuent dans la multiplicity des formes. Leur redondance et 
complementarity suggerent Texistence d’une supra-structure qui se laisse a peine entrevoir. De 
plus la symetrie et la repetition creent la suggestion de l’inacheve et de l’instantaneite, d’une 
oeuvre qui se construit spontanement sous les yeux du contemplateur. 

Toutes ces composantes seront re-inventoriees dans la definition de la musique arabe. 
L’observateur decouvre un pattern universel, commun aux arts visuels et musical. L’oeil et 
Toreille sont convoques a titre d’egalite pour rendre compte d’un aspect harmonieux par sa 
coherence de ce monde. Si Tarabesque a comme homologue musical la fugue, en tant qu’art de 
la fuite et de la poursuite, de Limitation et des variations d’un theme principal, le choque 
chromatique provoque par le melange des couleurs vives trouve un correspondant dans l’« 
incroyable cacophonie » des rues, qui confond voix, chants et musiques. Tandis que la vue reste 
un sens en quelque sorte exterieur, touchant superficiellement le sujet car l’objet demeure a 
distance, l’ou'ie est agressee par 1’intrusion de l’objet musical dans le moi de l’ecouteur. La 
musique envahit l’homme, le penetre. Les nombreuses metaphores du « transport » suggerent 
qu’on peut se laisser emporter par les aires ecoutees, mais que l’on se sent agresse par une 
musique qui s’infdtre toute seule dans l’oreille, sans laisser la possibility de s’en debarrasser. 
Dans ses Documents secrets 10 Hellens se decrit soi-meme comme un « esprit musical », qui 
n’hesite pas a fermer les yeux et a deleguer la perception a l’oui'e ; les sonorites de la langue lui 
procurent un premier apercu d’une image qu’il contemplera par la suite et suffissent parfois a 
connaitre et interioriser l’objet. Par exemple, dans le Voyage retrospectifle narrateur est le sujet 
d’une double experience auditive, tour a tour, dysphorique et euphorique. Le voyageur plonge 
dans le climat auditif d’« une formidable petarade musicale » produite par une multitude de 
phonographes, fonctionnant tous a la fois dans la meme rue: 

... qu’est-ce qui m’a le plus frappe dans cette marche a l’aventure a travers une ville inconnue 
au sein d’une civilisation nouvelle pour moi ? [...] C’est une curieuse rumeur entendue a 
1’entree de la rue la plus populaire et la moins etroite de la ville ancienne, la rue El-Halfaouine, 
vers la tombee du soir. [...] 

Et ces voix humaines et surhumaines, entendues tout a l’heure, c’est le concert de vingt, peut- 
etre trente phonographes a pavilion, fonctionnant tous a la fois. Chaque cafe en possede deux, 
trois ou meme plus. La rumeur de tout a l’heure est devenue une incroyable cacophonie ou se 
melent les voix gutturales des vivants, criant pour se faire entendre, et de tous les chants du 
monde, de toutes les musiques, parmi lesquelles domine la melopee arabe, ce chant 
indefinissable, cette fugue eternelle d’une race qui se fuit et se cherche, semble courir apres 
elle-meme comme apres une ombre, (p. 7-8) 

Ce fond sonore est rejete car domine par la disharmonie et l’exces. Meme si l’observateur se 
revendique d’un gout raffine par sa culture musicale, sa reaction suggere egalement que l’art 
passe par le corps. La profondeur de sa reaction peut etre definie en termes visceraux, selon le 
modele de Michel Philippon, pour lequel « entendre, c’est aussi, c’est surtout peut-etre entrer 


10 Franz Hellens, Documents secrets (1905-1956). Histoire sentimentale de mes livres et de quelques amities , Paris, Albin 
Michel, 1958. 
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en vibration sympathique ou antipathique avec les harmonies inapcrcucs du son fondamental, 
seul officiellement reconnu. » u Le jugement de gout semble se dissoudre dans la physiologie. 
L’audition depasse Tentendement, ce n’est plus le cas de raisonner, mais de resonner, de re- 
actionner, de reagir. L’esthesique nuance definitivement la perception esthetique. 

Mais, si l’audition devient aisthesis, sensation, manifestation de la sensibilite, c’est aussi grace 
a Tinvestissement de Tartiste. Ainsi, une deuxieme experience musicale, cette fois-ci qualifiee 
en termes de « surprise heureuse », evoque un concert arabe pendant lequel le narrateur « fremit 
» dans le rythme de la salle entiere. L’interpretation se remarque par une incroyable energie, 
une sorte de pathos qui incite les artistes non seulement a entrer en competition, mais a se 
surpasser afin de « parvenir au premier degre du lyrisme ». Ce n’est pas alors etonnant si la 
chanson qui met en contact le corps emetteur et le corps recepteur stimule chez ce dernier une 
reponse immediate, si le vecu artistique du narrateur acquiert la meme ardeur dont temoigne 
Texecution artistique. Une correspondance etroite s’institue entre aisthesis et experience 
esthetique. L’oeuvre d’art devient un dedoublement et un prolongement de l’etre humain, elle 
le renvoie a lui-meme et lui permet de s’auto-depasser. Les remarques de Hellens s’inscrivent 
ainsi dans le sillage de la reflexion europeenne de l’epoque sur T Orient : la grande revelation 
que ce monde provoque est la decouverte de l’homme au coeur de tout acte createur : «ici c’est 
l’homme qui joue le premier role et non pas l’interprete, l’homme qui cree le chant en chantant 

»(p. 22) 

Et cet acte createur est fait de repetitions et symetries. Par exemple, la musique que produisent 
les deux chanteuses accompagnees des deux guitaristes est dominee par 1’improvisation, par le 
developpement instantane d’un theme, propose par les musiciens et complete par le public. La 
chanson, tout comine la melodie, n’a pas un aspect lineaire, mais spirale, car faite d’expositions, 
reexpositions, developpements, « perpetuelle reprise » et « suite de recommencements ». 
Hellens identilic ainsi progressivement la musique orientale a la fugue : 

Un des caracteres du concert arabe, c’est qu’il ne finit pas. II n’a pas Fair non plus de 
commencer. II se poursuit sans interruption, ou plutot c’est une perpetuelle reprise, une suite de 
recommencements qui ne sont en realite que des detours a la meme chose, avec des mouvements 
a peine varies, mais d’autres dispositions, un effort qui grandit, se developpe nourri de sa propre 
matiere. (p. 23) 

Les points initial et final manquent, ce qui donne a la melodie son caractere inacheve. Elle 
suggere un hors plan dont la partie jouee ne decoupe qu’un fragment. Le concept central qui 
structure 1’ensemble des manifestations artistiques - architecture, musique, tapis - c’est le gout 
du mystere et de l’illusion. Celui-ci se nourrit de la proliferation des formes, ce par quoi l’artiste 
vise « a se degager de la realite objective », a se « delivre[r] de 1’obsession du present trop 
semblable a lui-meme ». Le reseau de «lignes, de courbes, d’ovales, de losanges, de toutes les 
figures geometriques » ainsi que le « jeu de kaleidoscope » des couleurs, la succession des plans 
architecturaux « diversement eclaires et colories » qui vont de pair avec « les episodes des 
contes arabes, jamais acheves, toujours continuant » se revendiquent tous, selon Hellens, d’un 
meme principe originaire: la « recherche inlassable d’un ideal qui fuit sans cesse » (p. 30). 


Conclusions 


11 Michel Philippon, « Esthetique, epidermique, critique viscerale » in Regine Pietra, Esthetique des gouts et des couleurs, 
Actes du colloque international tenu a Grenoble les 16, 17 et 18 septembre, 1997 ; Recherches sur la philosophie et le 
langage, No 20, 1998, p. 93. 
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Empruntant la forme d’un recit de voyage, Toeuvre de Franz Hellens se rattache partiellement 
a la tradition du genre, tel qu’il se developpe dans la litterature europeenne a la fin du XEX e et 
au debut du XX e siecle. Malgre la naivete d’un regard neuf et une attitude esthetique qui se veut 
subjective, le texte de l’ecrivain beige garde certains determinants de la litterature de voyage. 
Si Timaginaire de l’etranger apparait comme marque par le gout de la difference, par la 
perception de 1’Autre comme alterite fondamentalement opposee a soi-meme, c’est parce que 
le l’ecrivain voyageur interroge l’univers nord-africain en s’appuyant sur un systeme 
socioculturel propre a « l’homme du Nord ». 

Mais ce qui singularise Le Voyage retrospectif est son importante dimension esthetique. Celle- 
ci transparait des sequences narratives et descriptives, ou les notions de gout, de jugement et de 
norme esthetiques interviennent dans la representation des contrees parcourues par le narrateur. 
Les scenes quotidiennes dialoguent avec des chefs d’oeuvre de la peinture occidentales, tandis 
que la musique arabe laisse transparaitre les principes de la fugue. L’esthesique et l’esthetique 
s’entrecroisent afin de degager le concept fondateur d’un art que Hellens apprecie comme 
unitaire. Son caractere inacheve se conjugue avec la recherche d’un ideal qui se derobe, mais 
que le pathos de l’artiste ainsi que celui du spectateur ne cesse de poursuivre. 
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Abstract: This article will explore three of the most representative contemporary novels on historical 
topic published in Romania after 2000 - Dulcea poveste a tristului elefant (Diana Adamek), Via (a lui 
Kostas Venetis (Octavian Soviany) and Manuscrisul fanariot (Doina Ru§ti). Starting front the 
assumption that such writings belong to a coherent and recognisable sub-genre (a category similar, in 
many respects, to the neo-historical fiction in vogue nowadays in the Anglo-Saxon area), we ’ll try to 
identify and analyse those peculiarities which turn these novels in "exoticized" representations of the 
past, intended not only to question — as historiographic metafiction did - the constructiveness of any 
kind of narration, but also to ponder on collective memory \s unresolved legacies. 


Key-words: neo-historical prose; exoticism; contemporary fiction; memory; Phanariot period 


Daca in spajiul anglo-saxon fenomenul cunoscut sub numele de neo-historical fiction a 
capatat in ultima vreme o anvergura considerabila, confirmand, pe langa inepuizabila fascinatic 
exercitata de epocile revolute asupra spiritului uman, necesitatea revizitarii §i reinterpretarii 
trecutului, literaturile din estul Europei (§i, in general, din regiunile afectate de „complexul 
periferiei”), nu au ramas nici ele indiferente la magnetismul pe care il exercita diferitul, 
insolitul, exoticul. O demonstreaza cu prisosinja scrieri ca Dulcea poveste a tristului elefant 
(Diana Adamek), Via(a lui Kostas Venetis (Octavian Soviany) §i Manuscrisul fanariot (Doina 
Ru§ti), romane din care nu lipsesc strategiile de insolitare, de „exotizare”, cand vine vorba 
despre resuscitarea atmosferei prea-tulburatelor secole al XVI-lea, respectiv al XlX-lea. 
Procedeele utilizate de autori ne trimit uneori cu gandul la voga realismului magic, alteori la 
Monte Cristo sau Ivanhoe, fara a ocoli insa reflect) a implicita (inevitabila, de altfel) asupra unor 
interogajii de tipul: „Ce anume motiveaza, in zilele noastre, aceasta intoarcere §i reapropriere 
simbolica a trecutului?”, „Care sunt implicajiile utilizarii unor practici discursive destinate sa 
caute in trecut raspunsuri la problemele prezentului?” sau „Cum se explica tcndinta de a 
transforma trecutul in spectacol?” 

Intre “romance” yi “novel" 

Multe dintre romanele cu subiect istoric aparute in ultimii ani la noi §i pe alte meridiane 
manifests o evidenta aplecare catre procedee §i strategii discursive care seamana izbitor cu cele 
caracteristice basmului sau producjiilor fantasy (literare sau cinematografice). Nu de foarte 
multa perspicacitate este nevoie pentru a constata ca noul roman istoric isi datoreaza 
popularitatea abilitajii cu care rcu^cstc sa exploateze o incl inatic definitorie pentru specia 
umana: aceea de a trai prin procura intamplari ie§ite din comun, aventuri senzajionale, adeseori 
imposibil de conceput intre limitele lumii date, de a explora, cu alte cuvinte, universuri care 
incalca programatic principiile logicii binare si nu exclud transgresarea granijei dintre diferitele 
niveluri ale realului. Mai aproape de romance decat de novel, asemenea product) i folosesc, de 
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obicei, un set de conventii caracteristice basmului, baladei, legendei sau mitului, putand fi 
plasate in relajie cu ceea ce Norphrop Frye numea undeva aplecarea spre un feudalism arhaic 
sau al libidoului idealizat. Pe scurt, continuand o traiectorie generica al carei punct de plecare 
poate fi descoperit departe in urma, in romanele cavalcresti, in cantecele de gesta §i in 
narapunile eroice, noul roman de inspiratic istorica mizeaza pe amestecul de miraculos §i de 
verosimil, de invcntic si de relatare factuala. 

Ramane, asadar, incontestabil faptul ca apetenja pentru mister si evenimente 
scnzaponalc, nevoia de poveste si de evaziune prin intermediul acesteia (definitorie pentru 
specia noastra, dupa cum au demonstrat de multa vreme, cu argumente solide, antropologii), 
reprezinta unul dintre principalele motive care au condus la succesul considerabil de care se 
bucura acest subgen in zilele noastre (dovada, printre altele, ca in anul 2009 a fost creat premiul 
Walter Scott pentru romanul istoric). Desigur, nu mai este nevoie sa repetam, succesul nu 
reprezinta intotdeauna o garantic a excelenjei artistice sau a rafinamentului stilistic (de altfel 
multe dintre romanele neo-istorice contemporane nu sunt - la prima vedere - intr-atat de 
sofsticate tehnic ca metaficjiunile istoriografice care le-au precedat), insa interesul manifestat 
din atatea direcpi faja de noul avatar al venerabilului gen ii probeaza vitalitatea, aratand totodata 
ca revizitarea trecutului reprezinta astazi mai mult decat oricand o modalitatea privilegiata (desi 
indirecta), de a incerca sa ne injelegem prezentul cu toate paradoxurile, crizele §i impasurile 
sale. 

Istoria ca spectacol 

Ca acest trend este simptomatic pentru lumea globalizata in care traim o dovede§te si 
numarul tot mai mare de studii teoretice consacrate fenomenului (Ann Heilmann, Mark 
Llewellyn, Elisabeth Wesseling sau Elodie Rousselot sunt doar cajiva dintre cercetatorii care 
au incercat, in ultimii ani, sa conceptualizeze ceea ce incepe sa se contureze din ce in ce mai 
limpede ca un subgen de sine statator). 

Elodie Rousslot, de exemplu, a editat in 2014 un volum intitulat Exoticising the Past in 
Contemporary Neo-Historical Fiction, in prefaja caruia propune o interesanta grila de 
interpretare a prozei istorice contemporane. Pornind de la premisa ca am avea de-a face nu atat 
cu o tendinja de incorporare a trecutului in prezent, cat mai curand cu strategii de acomodare 
reciproca intre cele doua teritorii, autoarea demonstreaza ca modal itajilc de re-construire sau 
de re-scriere a trecutului in proza istorica actuala sunt foarte asemanatoare strategiilor pe care 
le presupunea, cu precadere in literatura de calatorie, recursul la categoria exoticului. Ar fi 
vorba, in esenja, de un demers similar de speculare a diferenjei culturale (devenita mai 
accesibila pe masura ce este transformata in performance, in reprezenta(ie). Intocmai ca in cazul 
exotismului, noul roman istoric ar urmari nu doar sa descopere, ci §i sa creeze alteritatea, cu 
diferenja ca el nu mai opereaza, cum se intampla in insemnarile de calatorie, pe orizontala 
spatiului, ci pe verticala timpului: “Din acest punct de vedere, sustinc Elodie Rousselot, 
conceptul de exotic ne pune la dispozijie o grila relevanta prin intermediul careia putem 
investiga rolul trecutului in romanul neo-istoric, cu deosebirea ca dislocarea geografica 
definitorie pentru exotism este inlocuita in acest caz de distanta temporala. Exoticul intelcs in 
acest fel nu implied insa in mod necesar prezenja unor tinuturi indepartate, a unor obiceiuri 
nefamiliare sau a unor personaje intruchipand figura strainului (desi in unele dintre romanele 
genului intalnim toate aceste elemente). Escntialc devin, in primul rand, strategiile prin care 
trecutul ca atare este transformat intr-un obiect insolit, si functiilc pe care un asemenea construct 
al alterita|ii le indepline§te in noul roman istoric.” 1 

Cat priveste critica §i exegeza romaneasca recenta, o atcntic particulars acorda 
fenomenului (re)scrierii istoriei Doris Mironescu care intr-un studiu din volumul Un secol al 


1 Elodie Rousselot, “Introduction”, in Exoticising the Past in Contemporary Neo-Historical Fiction , Palgrave Macmillan, 
2014, p.6 [trad. n„ C.P.] 
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memoriei. Literatura §i con^tiinfa comunitara in epoca romantica constata ca, dupa 2000 
asistam la o revenire in actualitate a temei istorice, reviriment cu atat mai surprinzator cu cat 
proza de acest gen nu mai indeplincite astazi vreo funepe de construedc sau de consolidare 
identitara, ci - dimpotriva - urmareste mai curand o relativizare a reperelor considerate pana 
nu demult imuabile - mituri fondatoare sau figuri canonice ale unei tradipi. In descrierea lui 
Doris Mironescu doua ar fi funepile dominante ale acestor (re)scrieri: “o funepe critica, ce 
demistifica mitul trecutului ca Hind fabricat politic [...] si o funepe nostalgica, de identificare 
paradoxala a asemanarilor celei mai recente actual itat,i cu o epoca indepartata, ceea ce conduce 
la o didactica a istoriei.” 2 Subscriu intru totul allrmatici ca ambele direepi presupun o 
importanta components metaliterara, dar cred - spre deosebire de criticul icscan - ca funepa 
“nostalgica” implied, dincolo de dimensiunea pilduitoare, de reflecpa asupra limitelor relapei 
prezentului cu trecutul, o importanta miza de natura estetica. Memoria insa§i, ca mod de re- 
prezentare, depinde - cum slim - in mare masura de prezent, iar contaminarea nostalgica a 
trecutului reprezinta unul dintre numeroasele fenomene de distorsiune inerente procesului 
rememorarii ca atare; aceasta tendinja naturala este dublata - fapt semnificativ - de estetizarea 
intamplarilor si personajelor din epoci revolute. Noul roman de inspirape istorica -la noi si pe 
alte meridiane- manifests interes fa|a de aspectele bizare, macabre, insolite din trecut pentru 
ca doar dublata de spectacol (a§adar de un soi de “estetica” a istoriei), „didactica” poate sa 
starneasca interesul publicului actual. Nu incape indoiala ca acest tip de proza a reus it sa 
ca§tige adeziunea unui numar considerabil de cititori tocmai datorita acelor procedee 
(imprumutate adesea din arsenalul literaturii de calatorie sau de aventuri), care accentueaza 
insolitul §i stranietatea trecutului, transformandu-1 in cele din urma intr-un obiect ambivalent, 
capabil sa starneasca deopotriva fascinapc si repulsie, adeziune §i rezerva. Pe scurt, intr-un 
spectacol ambiguu, a§a cum se intampla, de pilda, in romanul Dianei Adamek, Dulcea poveste 
a tristului elefant (2011) unde personajul central -Rudolf, ciudatul om-elefant- se mi sea pe 
granita fragila ce desparte istoria de poveste. 

Ipostaze ale alterita(ii 

Romanul acesta a fost socotit, cu indreptapre, basm, parabola sau Bildungsroman cu 
trama de poveste, fara ca vreuna dintre etichetele amintite sa reu§easca sa epuizeze pe de-a- 
ntregul sensurile unei naratiuni polifonice, destinata sa satisfaca nevoia de mister, de sens adanc 
§i de traire prin procura, pe masura ce (esc o intriga deloc simpla §i nici saraca in subtilitap 
estete, menita - la limita - sa puna in abis chiar iluzia eliberarii din perimetrul circularita(ii 
istorice, limitative §i constrangatoare. 

Plasata intr-un preatulburat secol - al XVI-lea - nara(iunea in central careia se afla 
Rudolf/ Roro, un cofetar neintrecut, atins de o boala nemaiintalnita, i§i poarta cititorii din 
Transilvnania cnejilor Petrov, pana la capatul celalalt al Europei, pe coasta lusitana cotropita 
de spanioli si de pe (armul Bretaniei pana in stralucitoarea capitala a Imperiului Habsburgic. 
Inca de la primele pagini, cititoral - inocent sau avizat - este acaparat de aventura neasemuita 
a tristului om-elefant, monstra genial si intrachipare exemplara a Alterita(ii, mesager ambiguu 
al unei istorii care se pierde in mit §i poveste. 

Poate parea surprinzator, dar in paginile carpi nu marea istorie capata preeminen(a (desi 
sunt prezente destule personaje atestate documentar, de la imparatul Maximlian al II-lea, la 
arhiducele Rudolf, de la principesa Anna de Habsburg, la pictoral Arcimboldo), cat istoria 
micilor desfatari ale sim(urilor §i tensiunea marilor pasiuni interzise (din acest punct de vedere 
putem identifica conexiuni, pe firal intertextualita(ii, nu numai cu Calatoria elefantului, a lui 
Jose Saramago, ci §i cu Ucenicul arhitectului de Elif Shafak, roman nominalizat in anul 2015 


2 Doris Mironescu, "Spre secolul romantic. Memorie postcanonica in romanele anilor 2000", in vol. Un secol al memoriei. 
Literatura }i con$tiinfa comunitara in secolul alXlX-lea, Editura Universita^ii „Alexandru loan Cuza”, Ia§i, 2016, pp.257- 
283. 


226 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


la Walter Scott Historical Novel Prize). Asistam in toate aceste cazuri la puneri in scena 
spectaculoase, la elaborate scenografii ale maririi §i prabu§irii unor lumi, toate menite sa prefaca 
trecutul intr-un veritabil spectacol in masura sa uimeasca, sa incante si mai cu seama sa satisfaca 
nevoia de evaziune a cititorului. Multe dintre aceste “reprczentapi” rcuscsc sa stimuleze, in 
plus, rcflccjia asupra mecanismelor reprezentarii artistice ca atare, chiar §i atunci cand este 
vorba de artefacte faurite din zahar si martipan, asemenea celor plasmuite de neintrecutul 
patiser-vrajitor Roro, dctinator al tuturor tainelor si savorilor artei sale: “[AJtat e de naucitoare 
alcatuirea de pi§coturi si creme modelate sub forma de casa, nu insa una oarecare, ci in toate 
asemanatoare celei in care a trait. Are doua odai la etaj, cu ferestre prin care se poate vedea 
mobilierul, iar jos o frizerie §i o bucatarie, cu vatra §i plita, din care ies flacari de zahar rosu, cu 
vase, castroane, lighcnasc, ba chiar §i cateva foarfeci si un brici cu lama plina de spuma alba. 
Feliz isi (ine o clipa rasuflarea §i apoi inspira, da, miresmele le rccunoastc, sunt ale vaniliei §i 
scortjsoarci, ale caramelului si esenjei de fragi, ale razaturii de nuca, ale albu§urilor batute si 
coapte, ale pandispanului si fondantului [...]” 3 

Macheta din pandispan si fondant a casei din Camaret-sur-Mer in care Roro §i unchiul 
Feliz locuisera candva, devine pretext pentru reflecjia asupra efemerelor minunatii ale artei (cea 
mai perisabila dintre toate artele imaginabile, in acest caz particular), transformandu-se intr-o 
emblema atipica a trecutului, a memoriei, a nostalgiei. Un spatiu ce inchide in sine, ca intr-o 
cochilie, ardoarea perfecjiunii §i a dainuirii prin desavar§ire, fascinajia detaliului infinitezimal 
§i mai cu seama nostalgia unui timp pierdut, suspendat intre iluzia §i imposibilitatea intoarcerii. 

Spre deosebire de Roro, Jahan, personajul central al romanului lui Elif Shafak, Ucenicul 
arhitectului invaja sa construiasca - sub indrumarea lui Mimar Sinan - case adevarate, poduri 
§i moschei. §i nu este, nici pe departe, singura trasatura care-i apropie pe cei doi. Atat patiserul 
Roro, cat §i ucenicul arhitectului pot 11 socotiji figuri exemplare ale alteritajii. Cel dintai prin 
harul sau ambiguu, de artist-vrajitor si prin inlati^arca neobisnuita, de om-elefant (cu picioarele 
uriasc, acoperite peste tot de noduri, cu pielea invadata de cruste maronii, cu ciorchinele 
violaceu de negi atamandu-i hidos deasupra nasului, ca un fel de trompa), cel de-al doilea prin 
asocierea cu mirajul departarilor (un sol plapand, sosind, ca altadata Sinbad, pe o corabie, la 
curtea lui Soliman Magnilicul si aducand pentru sultan un dar neobisnuit din partea sahului 
Indiei: un elefant alb, pe nume Chota. Cornacul §i elefantul, lcga(i printr-o afecjiune durabila, 
strabat impreuna marea istorie, sunt martorii domniilor a trei sultani - Soliman, Selim §i Murad 
-, iau parte la batalii (inclusiv impotriva ghiaurilor de pe malurile Prutului), asista la scene pline 
de cruzime, la intrigi de harem si la procesiuni grandioase, fac fata succesiunii navalnice a 
intamplarilor de tot felul, parca decisi sa se sustraga marsului implacabil al Istoriei. Dar aspectul 
cel mai interesant pe care ll au in comun cele doua romane este, fara doar si poate, modul lor 
de a se raporta la trecut: istoria este privita, in ambele situajii, ca alteritate absoluta, iar reivierea 
trecutului in ipostaza de rcprczcntatjc atrage atenjia, fie si indirect, asupra caracterului factice, 
de construct, definitoriu pentru memoria postcanonica 4 , lipsita - dupa cum s-a observat - de 
sentimentul interior al necesitajii. 

Spectaculoasa biografie a lui Kostas Venetis 

Cu o arhitectura savanta, amintind de cea a Decameronului, acoperind intinderea 
catorva decenii din miezul secolului al XlX-lea, romanul lui Octavian Soviany, Via (a lui Kostas 


3 Diana Adamek, Dulcea poveste a tristului elefant, Cartea Romaneasca, Bucure§ti, 2011, pp. 80-81 

4 Doris Mironescu prefera acest termen celui de „memorie postmodema” (cu care este in parte sinonim), termen folosit de 
Pierre Nora intr-un cunoscut studiu al sau, Entre Memoire et Histoire: Les Lieux de Memoire. Ar fi vorba - simplificand 
foarte mult - de o simulare de gradul al Il-lea a memoriei naturale, fenomen ce marcheaza sfar^itul unei „tradi(ii a memoriei”; 
fund situata la uria^a distan(a de ceea ce insemna altadata reinvierea trecutului, aceasta memorie lipsita de sentimentul 
interior al necesita(ii probeaza disponibilitatea nesfar^ita a istoriei de a se lasa manipulata. Teatralitatea rescrierilor fic(ionale 
cu subiect istorie poate fi mai bine in(eleasa daca o privim din aceasta perspective. 
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Venetis (2011) este tributar, in buna masura, aceleia§i perspective asupra trecutului. Urmand 
llrul contorsionat al confesiunii unui muribund, textul ne poarta din mahalalele Salonicului pana 
in capitala Imperiului Otoman, de pe malurile Bosforului pe cele ale Dambovijei, din 
stralucitoarea capitala a Austro-Ungariei in atmosfera efervescenta a Parisului revoluponar si 
in cea decadenta a Venctici fin-du-siecle. Argumentul care justified includerea acestei scrieri in 
categoria ce ne intereseaza aici nu este atat pretextul documentar §i recursul la convcnpa 
misteriosului manuscris descoperit printr-o fericita intamplare (nu poate fi ignorat totu§i 
amanuntul ca in “cuvintele de lamurire” din preambulul scrierii autorul i§i numeric romanul 
“opera arhivistica”), cat mai cu seama insistenta cu care chestiunea autenticitapi este ridicata §i 
subminata simultan. Pe de o parte, Kostas Venetis ii cere cu insistenta iubitului sau scrib sa 
consemneze intocmai istoria pe care i-o relateaza (“fara sa Iasi deoparte nimic si fara sa adaugi 
nimic de la tine” este o formula repetata de Kostas cu insistenja unui leitmotiv), povestitorul 
filozofand la rastimpuri §i pe tema identitapi dintre “viata adevarata” si “viata scrisa” (“Tu ai 
in schimb datoria sa ma ajup cu condeiul, pentru care mainile mele nu mai au destula vartute, 
iar daca nu-mi a§terni cuvantul pe hartie intocmai [...], insemna ca mi-ai luat si viaja adevarata, 
§i viaja scrisa care pana la urma sunt una” 5 ); pe de alta parte acelasi povestitor strecoara cand 
§i cand cate-o aluzie la falsitatea multora dintre aventurile relatate. Prin asemenea strategii 
pretenpa adeevarii la real este ironizata, iar verosimilitatea - deconspirata ca simpla iluzie. 
Delirul, co§marurile, transa provocata de opiu - ingrediente adeseori amestecate in pasta 
povestirii - adancesc, la randul lor, ambiguitatea, zadarnicind incercarile cititorului de a 
discerne rememorarea de halucinajie in (esatura intamplarilor istorisite. Romanul lui Octavian 
Soviany vadcstc, asadar o propensiune definitorie pentru proza istorica actuala (pe care Doris 
Mironescu o nume§te “postcanonica”), aceea de a concilia spectaculozitatea cu specularitatea, 
gustul pentru senzajional cu cel pentru butaforie §i artificial, intriga picaresca §i rellccjia asupra 
reprezentarii realului ca atare. Pe de o parte pasiuni interzise, complexe oedipiene, aventuri 
senzatjonale, lovituri de teatru, scene de tortura de o violenja atroce, taine de nepatruns s.a.m.d., 
pe de alta parte o foarte subtila si discreta reflecjie asupra memoriei, timpului, reprezentarii 
artistice si raului in istorie. Nu trebuie deci sa ne surprinda faptul ca punerile in abis (realizate 
atat prin recursul la intertext, cat §i prin acele proieejii onirice de care aminteam mai devreme), 
reduplicarile de tot felul, intr-un cuvant, tot arsenalul de procedeee autoreflexive (multe dintre 
ele gravitand in jural venerabilului topos al lumii ca teatru), nu lipsesc din acest roman, dupa 
cum nu sunt absente nici scenele erotice insolite, amintind de inventivitatea Marchizului de 
Sade in materie. Nu intamplator un pasaj din opera acestuia este ales drept motto al carpi: “Daca 
povesta§ul nu devine amantul propriei sale mame din clipa in care aceasta 1-a adus pe lume, 
atunci sa nu mai istoriseasca niciodata”. 

O buna parte din roman se petrece in Bucurcstiul celei de-a doua jumatap a secolului al 
XlX-lea unde moravurile fanariote n-au disparut pe de-a-ntregul, iar viata politica nu duce lipsa 
de conspirapi, intrigi, uneltiri, deasupra tuturor tronand figura malefica a lui beizadea 
Mihalache, cel ce supravegheaza, ca o adevarata eminenja ccnusic, toate cele intamplate in 
palatul principelui, la conacele boiere§ti sau prin cancelariile Europei; are iscoade pretutindeni, 
in beciurile agiei §i in birturile sordide din mahalale bucure§tene, pe strazile orasului sau in 
subteranele sale mizere. Este temut §i ascultat fara cracnire, iar groaza pe care o starne§te injur 
e amplificata de legendele, barfele si zvonurile (esute de imaginatia targovctilor: „in palatul lui, 
ascuns in fundul unei gradini se petreceau multe lucruri infrico§ate despre care negustorimea 
din Podul Calicilor povestea mai pe ocolite la o cana de tulburel [...] Era vorba de racnete care 
se auzeau noaptea din dosul ferestrelor ferecate §i de zornet de lant ruginit, de umbre albe ce 
rataceau printre platanii din pare la lumina luceafarului de dimineaja si, mai cu seama de fete 
de negustori, ba chiar de boieri, disparute de la casele lor §i gasite apoi cu burjile despicate - 


5 Octavian Soviany, Viafa lui Kostas Venetis , ed. a Il-a, Polirom, 2013, p. 214 
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dupa ce petrecusera prct de-o noapte in palatul lui beizadea Mihalache - prin lacurile de la 
marginea Bucure§tilor.” 6 

Cartofor impatimit, „crud ca un lup” si „desffanat ca o pisica salbatica”, fost tovara§ de 
desfrau al lui Cuza, eminent cenusie a Ministerului roman de exteme, beizadea Mihalache 
reprezinta inainte de orice o intruchipare a Raului absolut, apartinand aceleia§i familii de 
personaje ca Messer Ottaviano sau Princepele lui Eugen Barbu. Chiar in laps area temutului 
boier ii tradeaza natura malefica (singurul sau ochi isi schimba, in chip misterios, culoarea - e 
cand negru ca smoala, cand de un albastru „rece ca gheaja” - si slim foarte bine cum sunt 
explicate, in superstijiile si eresurile populare anomaliile fizionomice ale oamenilor 
„inscmnap”); lui Kostas -nici el un ne§tiutor in materie de maleficii- chipul „strain de orice 
simtamant omenesc” al lui beizadea Mihalache ii recheama in minte reprezentarile iconografice 
ale diavolului zugravite in pridvoarele manastirilor grece§ti: „ [I]n timp ce ii iscodeam 
amanuntele chipului mi s-a nazarit dintr-o data ca recunosc in trasaturile lui beizadea Mihalache 
semnele a ceva cunoscut, un ceva care imi trecuse de nenumarate ori prin fata privirii, 
inghctandu-ma cu fiecare prilej pana-n afundul bojocilor [...] Inchipuirea mea incepu sa 
lucreze: i-am pus la repezeala chiorului o pereche de coarne rascracarate in forma de secera 
[...] Pentru o clipa m-a bantuit gandul ca poate murisem in somn si sunt adus, ca urmare a 
strambatajii mele din nastcrc, sa platesc, la tronul lui Scaraotchi [...]” 

Dcsi se poarta aidoma unui satrap oriental, beizadea Mihalache nu e totusi diavolul - 
dupa cum se convinge, in cele din urma, Kostas, dupa ce descopera ca boierul citea ziarele (in 
pofida faptului ca atmosfera pitoreasca in care se desfa§oara intrigile pe care le tcsc ne trimite 
cu gandul la spatiul balcanic-oriental din Kir Ianulea ), ci e doar “un mehenghi de barbat uns cu 
toate alifiile”, faja de care supusii nutresc deopotriva fascinatie si repulsie. Manoil 
(intertextualitatea onomasticii are aici rolul ei!), secretar §i victima a boierului, reprezinta cel 
mai concludent exemplu. Intr-un moment de sinceritate, el ii dezvaluie lui Kostas imprejurarile 
in care a ajuns complice la asasinarea lui Barbu Catargiu - protector §i ruda indepartata a famliei 
sale - din pricina ca s-a dovedit incapabil sa se smulga de sub teroarea hipnotica exercitata de 
maleficul lui stapan. 

Rcscdinta lui beizadea Mihalache intruncstc, la randul sau, atributele unui spatiu 
fantastic, in care cel ce intra pierde nojiunca timpului, lasandu-se cople§it de aromele 
imbietoare, de bucatele indestulate, de puterea rachiurilor si de multe alte feluri de ispite: “Totul 
era urias in cuhnia lui beizadea Mihalache: vetrele in care perpeleau la jaratic hartanele de 
mistrej si spinarea de caprioara; frigarile pe care erau insirap claponii indopati §i paunii umpluji 
cu fistic si cu migdale; oalele in care clocoteau umpluturile noastre grece§ti, drese cu maghiran 
§i cu busuioc, rasolurile si tuslamalele; cuptoarele unde coceau pateurile de aluat firaged ca 
petala de trandafir, sarailiile si baclavalele.” Enumerarea varietajiilor creeaza - ca la Nicolae 
Filimon §i la alp scriitori asociap, indeobstc, filonului balcanic - impresia de cantitate enorma, 
iar trecutul capata savoare, culoare §i un farmec aparte, nu cu totul strain de cufundarea in 
reverie, de pura delectare lexicala starnita de insiruirea felurilor de bucate, condimente, arome. 

Din toate acestea ne dam seama ca autorul manuie§te cu abilitate toate acele instrumente 
capabile sa creeze atmosfera, fiind in permanenja con§tient de potcnpalul iluzionistic al artei 
sale. La urma urmelor, trecutul nu poate fi recuperat decat prin “scamatorii” asemanatoare celor 
invajate de Venetis sub indrumarea lui Aleppo Aleppi, fostul duce de Beaulieu. Doar astfel 
destinele angrenate in mecanismul marii istorii, personajele de culise sau scenele de streche 
colectiva (re)capata, vremelnic, consistent si relief. 

Un zapis din epoca fanariofilor 

Plasat in epoca domniilor fanariote, romanul Doinei Rush (Manuscrisul fanariot, 2015) 
intruncstc suficiente trasaturi ca sa poata fi socotit un text reprezentativ pentru maniera in care 


6 Ibidem, p. 178. 
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se scrie astazi proza istorica. Chiar daca regasim in paginile sale venerabilul topos al “etemului 
fanariot” 7 (care a bantuit si continua sa bantuie imaginarul nostru colectiv), perspectiva este de 
asta data una mai pujin sumbra decat in romanele care s-au ocupat pana acum de lumea 
romaneasca de la sfar§itul veacului al XVIII-lea si inceputul celui de-al XlX-lea. De altfel 
autoarea vorbe§te intr-un interviu despre intcntia, asumata programatic, de a deconstrui acest 
stereotip negativ: “N-am mers pe rejete §i pe mituri inradacinate. Nu m-a interesat ca 
Mavrogheni a aurit coarnele cerbilor, ci ca a pus pe picioare prima unitate de pompieri, ca era 
un strateg preocupat sa faca in Valahia o armata regulata. Tot asa, nu m-a interesat ce zic 
manualele de istorie despre Alecu Moruzi, anume ca a facut specula cu cereale, imbogatindu- 
se pe spinarea poporului roman. Din punctul meu de vedere a avut o suma de calitap: a instituit 
masuri de stopare a ciumei, a ridicat §coli, a adus card, a intrejinut dorinta de libertate [...] Era 
mason din ordinul Sf.Andrei. De la el avem cele mai multe documente administrative, care 
dovedesc preocupare, viziune politica, grija fata de comunitate. Vreau sa spun prin aceasta ca 
istoria [...] este facuta din fapte bune §i rele. A ramane doar la acestea din urma este un pacat, 
iar a le repeta la nesfar§it este chiar diabolic.” 8 

Ceea ce constatam la lectura romanului e ca domnitorii respectivi sunt simple personaje 
de fundal, abia mentionatc in treacat (“Jara Romaneasca era intr-adevar condusa de Nikos 
Mavrogheni, unmarinar grec (...) Mavrogheni libatuse pe austrieci la Ostrovul Florentin, apoi 
la Cetate, unde avusese peste 10.000 de osta§i. Insu§i Gazi Hasan li trimisese un escadron. 
Singurele noutaji care contasera pentru lumea din han se legau de expedijia lui vitejeasca.”), 
indeplinind asadar o funcjie intrucatva similara faimosului barometru al lui Flaubert despre care 
vorbea undeva Roland Barthes: aceea de a semnaliza discret “Suntem realul!” 

Prim-planul este ocupat, in schimb, de intamplarile viejii cotidiene de la sfarsitul 
secolului al XVIII-lea, cu iubirile, petrecerile, misterele, dramele si dcccptiilc sale. Intenjia de 
a deplasa accentul pe mica istorie apocrifa se ghice§te inca din prologul romanului in care sunt 
elogiate virtuplc cu totul ie§ite din comun ale capitalei Valahiei, locul unde, o data intrat, i(i dai 
seama ca „toata via(a ta de pana atunci nu mai face doi bani”. 9 Orasul de pe Dambovija era 
renumit pentru frenezia cu care miresmele, miasmele, barfele, nalucile, povcstilc, glumele in 
doi peri §i melodiile cu efecte hipnotice se ingramadesc pretutindeni, pe strazile §i in subteranele 
lui, pentru a rascoli simjurile §i a hrani inchipuirea: „Pe strazile pavate cu lemn de stejar se 
rasucesc aburii caldaruselor argintii, in care Herb fara oprire elixirele, parfumurile §i alifiile, 
caci orasul nu traie§te nici din munca pamantului, nici dupa urma numeroaselor lui pravalii, ci 
dintr-o aroma innoita continuu, din acea rasuflare calduja care invadeaza to(i porii si care face 
ca orice nou-venit sa uite tot ce-a trait, transformat pe loc in emir cu ochi de salir, in nabab cu 
trasuri §i palate, in guvernator, polcovnic sau macar intr-un contopist din alaiul domnesc.” 10 
Acest spa(iu subjugator - imensa scena de teatru si centru magic al lumii - il prinde in mrejele 
sale §i pe tanarul Ioanis, fiul lui Bradu Milikopu, sosit tocmai de la Thessloniki pentru a se 
convinge cu ochii sai de farmecul capitalei valahe. Inaintea Maiorcai, Bucurcstiul este cel care 
il seduce §i il transforma pe tanarul croitor: din clipa in care pascstc pentru prima oara pe 
pavelele din lemn de stejar ale podului lui Lascar, Ioanis, confundat de mahalagii cu valetul 
fugar al consulului Hastatov, primestc, o data cu noul nume §i o noua identitate: devine Leun, 
robul iubirii pentru Maiorca §i in cele din urma rob pur §i simplu pe domeniile boierului Dan 
Bra§oveanu Doicescu. 


7 Aiidreia Roman, “L’etemel phanariote: blame ou seduction?”, in La litterature face a Lhistoire. Discours historique et 
fiction dans les litteratures est-europeennes (coord. Maria Delaperriere), L’Hartmattan, 2005, pp. 337-347 

8 “Despre Manuscrisul fanariot. Doina Ru§ti in dialog cu Petru Xincoca”, http://doinarusti.ro/ interviu. html, consultat 15 
decembrie 2016. 

9 Doina Ru§ti, Manuscrisul fanariot, Editura Polirom, Ia§i, 2015, p.6. 

10 Ibidem. 
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Amorul aparent imposibil dintre vla§ul din Thessaloniki si roaba tiganca a familiei 
Doicescu (o iubire ce sfarma cutumele §i normele, reu§ind - nu fara sacrificii - sa triumfe in 
final), pastreaza ceva din farmecul basmului Ccnusaresei. Recursul la document vine sa 
relativizeze gran i (a dintre realitate si invenfie, dar - spre deosebire de ceea ce se intampla in 
metaficfiunile istoriografice propriu-zise - nu mai are aici doar rolul de a „dedoxifica” o arhiva, 
ci si pe acela de a reflecta, aluziv §i nostalgic, la perpetuarea unui anumit gen de inechitate 
sociala, identificabila, in forme ceva mai pufin scandaloase, pana in prezent. Din acest punct de 
vedere perspectiva pe care ne-o propune Doina Rusti este comparabila cu cea adoptata (in cod 
cinematografic), de filmul lui Radu Jude, Aferim! Aceea§i problematica de ordin etic isi face 
simtita prezenfa in subtext, provocand inevitabil destinatarul sa reflecteze asupra mo§tenirii 
apasatoare a trecutului. 

in plus, sprijinita de document, povestea de dragoste rcu^estc cu mai mutlt succes sa 
emotioneazc cititorul, intrctinandu-i totodata iluzia autenticitafii. lata un fragment din textul 
manuscrisului ce a servit ca pretext lictiunii, descoperit de scriitoare la Biblioteca Academiei 
Romane §i reprodus, atat intr-o nota de subsol, cat §i in facsimil, la sfar§itul romanului: “Adica 
eu, Ion sinu Radu Grecu, dat-am adevarat si credincios zapesul mieu la cinstita mana dumnealui 
jupanul Dan si-a cocoanei dumnealui, precum sa §tie ca m-am legat printr-acestu zapes al mieu, 
ca Hindu eu om strein si §azandu pa langa curtea dumnealor ani sasc, §i nedandu-mi mana ca sa 
ma casatorescu intr-alta parte, am cerut de a mea buna voe o fata dinu casa de la dumnealor, 
anume Neaga, fata Neculii (iganu, ca sa o iau de so(ie. Si a§a m-am legat cu dumnealor ca de la 
Sfetu Gheorghe pana la Sfetu Dimitri sa fiu slobodu sa-mi agonisescu hrana viefii mele, dar 
sotica mea sa fie in curte, dupa cum santu §i ccilalti robi ai dumnealor. Iara de la Sfetu Dimitri 
dinspre iama pana la Sfetu Gheorghe sa fiu supus curtii cu ccilalti robi dimpreuna la randul 
muncii ori la ce ma vapune §i-mi vaporunci [...]” (Doc. Nr. 13/ MCDLXXXV, BAR) 11 

Urmeaza un post scriptum sec, nu mai lung de cinci randuri, din care aflam ca “Leun a 
murit rob. Copiii sai au fost de asemenea robi, pana la moarte, iar nepotii sai au prins dezrobirea, 
devenind slugile lui Iancu Doicescu, mo§tenitorul tatalui sau. In catastiful Bisericii Scaune e 
consemnata data mor(ii, iar in dreptul numelui sau sta scris: grec, croitor, insurat cu Maiorca 
tiganca.''’ 

Dupa cum constatam, latura mai putin luminoasa a istoriei secolului fanariot nu e cu 
totul absenta din roman, insa mizanscena, fundalul colorat pe care este proiectata povestea de 
iubire, mastilc onomastice, predilecjia pentru fals §i verva mistificarii normal ante 
(antroponimele si toponimele sunt permanent modificate in capitala Valahiei, dupa fluxul 
capricios al propagarii anecdotelor si legendelor), justified fara doar §i poate afilierea 
Manuscrisului fanariot la tradifia literaturii balcanice. 12 De balcanism fine atat senzualitatea 
molipsitoare, cat §i presentimentul unei lumi incon§tient-agonice, lasand sa se ghiceasca - sub 
poleiala scanteietoare a splendorilor baroce - temeri §i anxietafi ancestrale. 

Concluzie 

Din toate cele spuse pana acum ne putem da seama ca, intocmai ca in metafiefiunile 
istoriografice, infuzia de imaginar joaca si in romanul neo-istoric (sau postcanonic) un rol 
crucial, permitand viziunii asupra trecutului sa se articuleze lacunar §i selectiv, adeseori 
privilegiind detaliul, atmosfera, senzorialul, in contrast cu proiectul totalizant si omogenizator 
al marilor naratiuni, cu deosebirea ca bricolajului ostentativ ii ia acum locul re fleet) a mai 
discreta asupra limitelor si riscurilor reprezentarii. De prisos sa mai insistam asupra imprejurarii 


11 Ibid., p.291 

12 De altfel Doina Ru§ti marturise§te, in acela§i interviu, ca una dintre intentiile sale a fost aceea „de a lasa in urma temele 
romanului romanesc actual”, ca „[i] s-a facut dor de Coco§ul ro§u al lui Bulatovic, de simbolismul lui Pavic, de romanul 
istoric al lui Michel Folco §i chiar de filmele franfuze^ti de capa ?i spada”( “Despre Manuscrisul fanariot. Doina Ru§ti in 
dialog cu Petru Jincoca”, http://doinarusti.ro/ interviu. html, consultat 15 decembrie 2016). 
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ca aventura re-scrierii trecutului ramane in continuare grevata de cateva paradoxuri si 
contradicjii ce Jin atat de natura problematica a trecutului ca obiect de cunoastcre pentru noi in 
prezent, cat §i de o serie de considerente de ordin etic. Dincolo de riscul - real - ca stralucirea 
decorurilor, senzajionalul intrigii sau splendoarea gratuita a detaliilor sa adoarma in cititor 
simtul responsabi 1 itajii in raport evenimentele “reale” petrecute in trecut, ramane evidenta 
preocuparea scriitorilor din epoca noastra pentru avatarurile alteritajii, pentru personaje si 
situajii ce intruchipeaza tot ce poate fi socotit diferit, insolit, exotic. Trecutul se dovcdcstc cu 
atat mai nclinistitor cu cat prezentul devine mai problematic, iar accentul se deplaseaza de pe 
problemele epistemologice pe cele de natura etica. “Cotitura istorica” 13 a prozei publicate dupa 
2000 este un fenomen strans legat de aceste evolujii §i asupra caruia merita sa reflectam. 
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Abstract: This article provides insight into postmodernism as a whole and postmodernist literary theory 
in particular, with a special focus on historical fiction written according to the views of this eclectic 
trend. The emergence of new scientific and philosophical ideas caused the major shift of mentalities and 
led to the emergence of new perspectives and major changes. The old traditions and metanarratives 
were no longer able to keep up with the rapid changes in the social life, with the technological progress, 
the emancipation of minorities, the fall of high culture and rise of popular culture and the global village. 
Postmodernism encompasses all these new perspectives and mentalities, and it is reflected in 
architecture, art and our everyday life. In literature, historiographic metafiction is the new form of 
historical novel and its origins and principles are analyzed by major postmodernist theorists, as 
presented in this paper. 
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Introduction 

In order to understand postmodernist literature, it is necessary to acquire some 
insight into the cultural trend that has been dominating the Western society and the world in 
general starting with the mid 20 th century. The word ‘postmodernism’ encompasses a multitude 
of meanings, it has created controversies among theorists, it has been either glorified or 
demonized, but it certainly represents the world in which we live as it has influenced every 
aspect of our life and it is this very heterogeneity and plurality that best describes it. Theorists 
such as Jurgen Habermas, Linda Hutcheon, Ihab Hassan, Fredric Jameson, Jcan-Francois 
Lyotard, Jean Baudrillard have attempted to make sense of postmodemity and postmodernism. 
This endeavour is made difficult by the fact that the trend is ongoing, which makes it hard to 
define while it is subject to constant change. However, the opinions of these theorists are 
referential to whomever wants to tackle this complicated project of searching for answers to the 
simple question ‘what is postmodernism?’ 

Reflections on postmodernism 

The way to begin the search for the meaning of postmodernism, as most of these 
theorists have done, is to start with the name, the word ‘postmodernism’ itself. Ihab Hassan 
browses history looking for mentions of this term and finds it used for the first time in 1934 by 
Federico de Onis in his Antologia de la poesia espanola e hispanoamericana (Hassan, 274). 
And, since the word points to a period that comes after modernism, Hassan proceeds to do what 
the others will do as well. He will compare modernism to postmodernism. In the study “Toward 
a Concept of Postmodernism”, Hassan also proposes a scheme of antonymic terms meant to 
delineate clearly between modernism and postmodernism, in spite of his previous statement 
that “modernism and postmodernism are not separated by an Iron Curtain or Chinese Wall; for 
history is a palimpsest, and culture is permeable to time past, time present, and time future” 
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(Hassan, 277). Thus, while modernism is about purpose, hierarchy, centering, genre/boundary, 
hypotaxis, metaphor, selection, reading, signified, narrative/Grande Histoire, origin, 
determinacy, and transcendence, postmodernism is, on the contrary, about play, anarchy, 
dispersal, text/intertext, parataxis, metonymy, combination, misreading, signifier, anti- 
narrative/Petite Histoire, difference-differance, indeterminancy, and immanence (Hassan, 280- 
281). 

The cultural trend that dominated the first half of the 20 th century, namely 
modernism, represented a break with tradition and its many avant-garde movements account 
for this. The changes that began in the 1960s and 1970s are both a reaction to what modernism 
stands for but also a natural continuation of some of the changes that had already begun. The 
world wars, two of the most traumatic events in recent history that succeeded in the course of 
twenty years, had already shaken the Western mentalities, which became marked, as Lyotard 
puts it in 1979, by an “incredulity toward metanarratives” (Lyotard, 72). The ferocity of the two 
wars, both originating in Europe, shook the traditional belief which regarded the Old World as 
the source and cradle of Western civilization and culture. Europe had always represented the 
centre and everything else related to this centre. As Guy Scarpetta shows, the intense feelings 
of nationalism, xenophobia, anti-Semitism, racial and sexual prejudices found their most 
sinister manifestation in the fascist and Nazi movements and converged towards the breakout 
of the Second World War (Scarpetta, 25-94). All these negative events and social movements 
gave rise to an increased feeling of discontent within the intellectual elites that fled (or were 
forced to leave) to the New World. The centre thus shifted and America became the new patron 
of the arts, a place where artists could manifest themselves openly and without constraints. The 
USA emerged from this devastating historical episode, the Second World War, with a 
flourishing economy and thus became the initiator of postmodernism at different levels of 
society. America has spread concepts such as consumerist society, pop culture and hyper¬ 
technology that have become part of everyday life in most parts of the world. 

The theories that began to take shape in the 1960s and 1970s focused on scepticism. 
The first half of the 20 th century was dominated by the structuralist view which, with an almost 
mathematical precision, gave clear solutions to literary dilemmas. Based on the works of the 
Swiss linguist Ferdinand de Saussure, structuralist analysis generally applied the theory that 
any system has an internal grammar that governs its operations. Structuralism, in its precision, 
allows little room for chance, creativity or the unexpected as, in its analysis “there are no loose 
ends and everything falls neatly into place” (Sim, 5). 

The poststructuralist theories of the late 1960s oppose such authoritarian views and 
have come to be considered the cornerstone of postmodernist theories in general. While 
structuralism believed in method, system and reason, was more scientific and based on logical 
deductions, and saw the world constructed through language, which is an orderly system, 
poststructuralism, on the contrary, was based on philosophical sources and thus was prone to 
scepticism and interpretation. Scepticism is the key word here as it pervades all the mid 20 th 
century theories that will have an important influence on the postmodernist ones. Stuart Sim 
explains it as “an essentially negative form of philosophy, which sets out to undermine other 
philosophical theories claiming to be in possession of ultimate truth, or of criteria for 
determining what counts as ultimate truth” (3). The term used to describe such a style in 
philosophy is ‘antifoundationaT and the philosopher that sets the example is Friedrich 
Nietzsche who calls for revaluation and interpretation (3). 

Scepticism is manifested in the works of Jacques Derrida, Roland Barthes, Michel 
Foucault, Gilles Deleuze, Fuce Irigaray, and Jean-Francjois Lyotard. Derrida, for example, 
attacks directly the structuralist theories and, through his innovative concepts such as 
deconstruction and differance, he shows that language as well as any other system in general 
are not stable but quite relative. Linguistic meaning is unstable as words relate to each other 
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and to the systems they are part of, not to some external reality. This theory of deconstruction 
(and poststructuralist theories in general) has been strongly linked with postmodernism. Since 
the central argument for deconstruction depends on relativism, postmodernism found an 
important support in such theories as they fold so well on postmodernist scepticism and 
resistance to previously enforced norms. The task of the postmodernist deconstructor is, 
therefore, to show how the relationship between language and the world is no longer as fixed 
as previously assumed (Butler, 18). 

Foucault also challenges the authoritarianism of the norm against the different by 
analyzing the history of marginalized groups. His study The History of Sexuality focuses on 
homosexuality and how it functioned in Greek and Roman culture, which were apparently more 
tolerant than the Post-Renaissance culture that “has been committed to the marginalization, 
even demonization, of difference, by its setting of norms of behaviour” (Butler, 6). Gilles 
Deleuze questioned authority in his psychoanalytical studies, while feminism, through the 
voices of theorists such as Luce Irigaray, challenged the authority of patriarchy and used the 
theories of differance to argue that gender identity is not fixed. 

Jean-FranQois Lyotard, however, remains the most influential postmodern 
philosopher. In The Postmodern Condition (1979), Lyotard argues that knowledge is the 
world’s most important commodity but it is transmitted through narrative, a concept that he 
criticizes, since grand narratives claim to be able to explain everything and resist change. He 
considers this attitude authoritarian and argues that knowledge should be made accessible to 
the public, action that should prevent the centralized political control of knowledge (Lyotard, 
73). 

Scepticism, anti-authoritarian attitudes, the rise of the margins and the dissolution 
of one unique centre seem to rise as features of the new order of things otherwise called 
postmodernism. All these attitudes come together to build a philosophy proper that should 
define it. However, as Stuart Sim concludes: 

Overall, postmodern philosophy is to be defined as an updated version of scepticism, more concerned 
with destabilizing other theories and their pretensions to truth than setting up a positive theory of its 
own; (..) Postmodern philosophy, therefore, can be seen as a deployment of philosophy to undermine 
the authoritarian imperatives in our culture, both at the theoretical and the political level (13). 

Still, postmodernism, in spite of its resistance to definitions and its rebellion against authority, 
has become a grand narrative itself. Moreover, as Sim indicates, grand narratives are not dead 
as Lyotard claims and the rise of religious fundamentalism accounts for this (14). 

The word ‘postmodernism’ became part of contemporary culture in the 1960s when 
it was used to refer to Barth’s novels and the dance of Merce Cunningham and it gained 
notoriety in 1975 with Charles Jencks’ book The Language of Post-Modern Architecture , as 
Anthony Easthope indicates (Easthope, 17). Architecture and literature are the most discussed 
postmodern genres, as Linda Hutcheon notes in A Poetics of Postmodernism (38). 

Postmodernist literature 

Postmodernist literature begins officially in the 1960s, and it is marked by the 
revolutionary spirit of the age and by the historical context, namely the Cold War. In his essay 
“Postmodernism and Literature (or: Word Salad Days, 1960-90)”, Barry Lewis exemplifies the 
influence of the historical context on literature through Philip Roth’s essay ‘Writing American 
Fiction’ (1961) which argues that “the daily news was more absurd than anything fiction could 
render. This gave hundreds of novelists the go-ahead to experiment with fantasy and self- 
consciousness” (Lewis, 121). The field of literary theory of this period is also marked by 
controversies and daring statements proposed by such theorists and writers as Susan Sontag, 
Roland Barthes, Ihab Hassan, John Barth, Roland Sukenick, and Raymond Federman. 
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Susan Sontag declares herself “Against Interpretation” in 1963. She analyses the 
word interpretation and what it meant throughout time and the conclusion is that nowadays 
interpretation is much too aggressive and destroys instead of illuminate, as she compares this 
process with the stifling sensation given by the fumes of heavy industry: 

The modem style of interpretation excavates, and as it excavates, destroys; it digs ‘behind’ the text, 
to find a sub-text which is the true one. (...) In a culture whose already classical dilemma is the 
hypertrophy of the intellect at the expense of energy and sensual capability, interpretation is the 
revenge of the intellect upon art. Even more. It is the revenge of the intellect upon the world. To 
interpret is to impoverish, to deplete the world - in order to set up a shadow world of "meanings." It 
is to turn the world into this world. ("This world"! As if there were any other.) The world, our world, 
is depleted, impoverished enough. Away with all duplicates of it, until we again experience more 
immediately what we have (Sontag, 8). 

In 1967 John Barth writes “The Literature of Exhaustion”, in 1968 Roland Barthes writes “The 
Death of the Author,” while in 1969 Roland Sukenick writes “The Death of the Novel” and the 
next decade begins with Ihab Hassan’s “The Dismemberment of Orpheus: towards a 
postmodern literature” (1971). This nihilism is evidence for the awareness of a change in 
mentality and fiction writing in an era that emerged ‘exhausted’ from the constraints of 
modernism. 

Roland Barthes argues that the features of the Author proper are irrelevant to the 
actual work and ascribing an Author to a text means only to limit that text, procedure that always 
pleased critics as their task apparently was always that of finding the Author beneath the text, 
which is their final victory (Barthes, 231). Barthes, however, proposes that we should cast aside 
the arrogance of viewing the writer as the only person in literature and admit that it is actually 
the reader the one that is able to reveal the total existence of writing because “a text’s unity lies 
not in its origin but in its destination. (...) the reader is without history, biography, psychology; 
he is simply that someone who holds together in a single field all the traces by which the written 
text is constituted” (232). This reader-focused reading theory is a cornerstone in contemporary 
literary criticism and has opened the path for new possibilities and similar theories from 
theorists such as Umberto Eco, for example. 

Both John Barth and Roland Sukenick apparently claim that the novel is dead. 
However, their statements are not to be taken lightly. John Barth states: “By ‘exhaustion’ I 
don’t mean anything so tired as the subject of physical, moral, or intellectual decadence, only 
the used-upness of certain forms or the felt exhaustion of certain possibilities - by no means 
necessarily a cause for despair” (Barth, 64). Sukenick refers to what he calls ‘post-realistic 
novel’ (what will later be kn own as postmodernist novel) and concludes that: 

The contemporary writer - the writer who is acutely in touch with the life of which he is part - is 
forced to start from scratch: Reality doesn’t exist, time doesn’t exist, personality doesn’t exist. God 
was the omniscient author, but he dies; now no one knows the plot, and since our reality lacks the 
sanction of a creator, there’s no guarantee as to the authenticity of the received version. Time is 
reduced to presence, the content of a series of discontinuous moments. Time is no longer purposive, 
and so there is no destiny, only chance. (...) In view of these annihilations, it should be no surprise 
that literature, also, does not exist - how could it? (Sukenick, 41) 

The error of these two writers and theorists (a cross-over so characteristic of postmodernism) 
possibly lies in the titles of their essays which were taken for granted, but neither really refers 
to the actual demise of the novel as a literary genre. In the early 1980s John Barth corrects his 
misreaders in an essay called “The Literature of Replenishment. Postmodernist Fiction” and 
explains that in his previous essay he didn’t mean the exhaustion of language or of literature, 
“but of the aesthetic of high-modernism” (Barth, 206). As mentioned earlier, it was only natural 
for the theorists of the time to compare postmodernism with the previous period of time which 
is present in the term itself, modernism. John Barth does that in this essay as he comments the 
opinions of critics and theorists such as Gerald Graff and Robert Alter. Also, Ihab Hassan 
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compares the two periods in many studies as do Douwe W. Fokkema, Matei Calinescu, or Linda 
Hutcheon. 

So then, what is postmodernist fiction and how is it different from the modernist 
one? In his well-known study “The Dismemberment of Orpheus: towards a postmodern 
literature” (1971), Ihab Hassan relates the myth of the dismembered Orpheus with the literature 
written after 1914, which was consciously disarticulated but even so, like Orpheus, continues 
to sing. This literature preserves its creative force left intact in the process of destruction, as 
Steven Connor explains Hassan’s thesis (Connor, 116). Barth states that most theorists, with 
slight variations, resolved to say that “postmodernist writers write a fiction that is more and 
more about itself and its processes, less and less about objective reality and life in the world” 
(Barth, 200), while he himself hopes that “the ideal postmodernist novel will somehow rise 
above the quarrel between realism and irrealism, formalism and ‘contentism,’ pure and 
committed literature, coterie fiction and junk fiction” (203). Some important conclusions that 
can be drawn from these definitions are that postmodernist literature is self-reflexive, it is 
metafiction, and, in accordance with the features of postmodernism in general, it is resistant to 
interpretation and to the authority of norm. 

The literary works of postmodernist novelists have been given different names 
overtime and postmodernism’s very resistance to definition accounts for these many names and 
the critics’ difficulty in finding common traits. So, postmodernist literature is ‘exhausted’, it is 
self-reflexive, it is metafiction, it is fabulation, anti-novel, surfiction, it is experimental and 
innovative, according to such names as John Barth, Raymond Federman, Josephine Hendin, 
Linda Hutcheon, Robert Scholes, and many other theorists. In his short introduction to 
postmodernism, Christopher Butler summarizes some of the important characteristics of the 
postmodernist fiction: 

The postmodernist novel doesn’t try to create a sustained realist illusion: it displays itself as open to 
all those illusory tricks of stereotype and narrative manipulation, and of multiple interpretation in all 
its contradiction and inconsistency, which are central to postmodernist thought. Its internal 
theorizing, its willingness to display to the reader its own formal workings, is also typically 
postmodern (Butler, 73). 

It is its resistance to norms and the scepticism born out of poststructuralist theories that makes 
postmodernist fiction disregard the claims of mimesis or realism and play with fiction and fact. 
Linda Hutcheon’s studies analyze in depth the problems of representation in postmodernist art 
in general and the intentional confusions between fact and fiction that seem to define 
postmodernist literature in particular. 

One of the major characteristics of postmodern fiction is its proclivity towards irony 
and self-reflexivity, which makes many postmodernist novels works of metafiction. The term 
‘metafiction’ originates in an essay by the American critic and novelist William Gass in 1970 
and it refers to a type of fiction that self-consciously addresses the devices of fiction. In his 
short presentation of Patricia Waugh’s extensive study on metafiction, Diogene Mihaila 
distinguishes between the various species of metafiction: the introverted novel where “the 
fictional content of the story is continually reflected by its formal existence as text, and the 
existence of that text within a world viewed in terms of textuality” (Mihaila, 183), the antinovel, 
whose most common manifestation is parody, irrealism “represented by paranoia that 
permeates the metafictional writing of the sixties and seventies theory to discover new forms 
of fantastic extravaganzas and magic realism” (184), the self-begetting novel described as “an 
account, usually in the first person, of the development of a character up to a point which he is 
able to take up and compose the novel we have just finished reading” (184), fabulation, whose 
intention is to encourage the reader to use their knowledge of traditional literary conventions 
by alluding to them, and finally, surfiction, defined by the very person who coined the term, 
Raymond Federman, as follows: 
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(...) for me, the only fiction that still means something today is that kind of fiction that tries to explore 
the possibilities of fiction; the kind of fiction that challenges the tradition that governs it; the kind of 
fiction that constantly renews our faith in man’s imagination and not in man’s distorted vision of 
reality - that reveals man’s irrationality rather than man’s rationality. This I call SURFICTION. 
However, not because it imitates reality, but because it exposes the fictionality of reality. Just as 
Surrealists called that level of man’s experience that functions in the subconscious SURREALITY, 
I call that level of man’s activity that reveals life as a fiction SURFICTION (Federman, 380). 

The world of fiction started being self-conscious in the 1950s and 1960s, as Steven 
Connor indicates: 

Since the French 'new novel' of the 1950s and 1960s, a veritable epidemic of reflexivity has swept 
the fiction-writing world, from the work of American writers like William Gass (who declares that 
'there are no descriptions in literature, there are only constructions'), to the ostentatious puzzle¬ 
making of Borges, the Scheherezade-like improvisations of John Barth, the fables of Italo Calvino 
and the nightmarish fairytales of Robert Coover. (129). 

The novel thus assumes the role of participant in the production of fiction. Brian McHale 
explains this inclination towards self-reflexivity as a shift from the epistemological interest of 
the modernist literature to the ontological interest of the postmodernist literature and a change 
of the fundamental questions from ‘how can a world be known?’ to ‘what is a world?’ (169). 

Taken as a whole, postmodernist literature is, as mentioned earlier, a colourful 
mosaic with representatives all over the world, the most fertile spaces being South America 
(Jorge Luis Borges, Julio Cortazar, Gabriel Garcia Marquez, Carlos Fuentes), North America 
(John Barth, Donald B art he 1 me, Robert Coover, Raymond Federman, Thomas Pynchon, 
Ishmael Reed, Ronald Sukenick, Kurt Vonnegut) and the Anglo-Saxon space (Iris Murdoch, 
John Fowles, Tom Stoppard). However, other famous names for postmodernist literature are 
Italo Calvino and Umberto Eco (Italy) and Alain Robbe-Grillet (France) among others. All 
these writes have in common a variety of narrative forms and innovative literary devices that 
group them through their very heterogeneity under the cloak of postmodernism. 

Matei Calinescu lists the most familiar devices that a reader might encounter when 
dealing with a postmodernist text: 

[...] the more obvious postmodernist devices include: a new existential or "ontological" use of 
narrative perspectivism, different from the mainly psychological one found in modernism [...]; 
duplication and multiplication of beginnings, endings, and narrated actions [...]; the parodic 
thematization of the author [...]; the no less parodic but more puzzling thematization of the reader 
[...]; the treatment on an equal footing of fact and fiction, reality and myth, truth and lying, original 
and imitation, as a means to emphasize undecidability; self-referentiality and "metafiction" as means 
to dramatize inescapable circularity [...]; extreme versions of the "unreliable narrator," sometimes 
used, paradoxically, for purposes of a rigorous construction [...]. Stylistically, aside from the special, 
often parodic uses of the great traditional rhetorical devices, one might note a marked preference for 
such unconventional figures as deliberate anachronism, tautology, and palinode or retraction, which 
often play an extensive and even structural role (303-304). 

Barry Lewis gives a more detailed account of each of the important postmodernist literary 
devices. He remarks at the end of his study that all these devices are but symptoms of insanity, 
namely, of the schizophrenia that has apparently plagued postmodern society: “Temporal 
disorder, involuntary impersonation of other voices (or pastiche), fragmentation, looseness of 
association, paranoia and the creation of vicious circles are symptoms of the language disorders 
of schizophrenia as well as features of postmodernist fiction” (Lewis, 133). 

The first device Lewis mentions, temporal disorder, goes along with Hutcheon’s 
‘historiographic metafiction’ which intentionally distorts history, action that can be 
accomplished by means of apocryphal history, anachronism, or the blending of history and 
fantasy (124). Well-known examples of novels in which these particular devices are used are 
Kazuo Ishiguro’s The Remains of the Days, John Barth’s The Sot-Weed Factor and Graham 
Swift’s Waterland, among others. 
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Pastiche can be understood either as imitation or as hodgepodge, the latter being the 
meaning that matters here. This device provides a way of reviving the corpse of the so-called 
dead novel by stitching together the amputated limbs (Lewis, 125), description that is only 
reminiscent of Fra nk enstein’s monster. Pastiche is translated into the actual literary works as a 
blending of different literary forms. The most famous example is Umberto Eco’s The Name of 
the Rose , a novel that can be classified as medieval thriller, detective story, philosophical novel, 
or semiotic novel, with many religious and historical allusions. 

Fragmentation is a very important trait of postmodernism in general. It is also a 
feature of the contemporary Western society which is unified by its very fragmentariness, 
plurality, and multiculturalism. As postmodernist literature rejects the traditional narrative 
norms, the solution is to propose other ways of structuring narrative. Postmodernists disrupt 
narrative by using multiple endings which offer several outcomes for a plot or simply break the 
text into short fragments separated by different symbols or just by space. The disruption of 
narrative can be accomplished even by extreme methods which affect the very fabric and 
appearance of the book itself as an object. Some pages may remain blank, others may have 
different colours. Drawings, symbols, or visual jokes may intervene between the lines of the 
text, and many other devices can be used in order to disrupt and break the norm. 

Paranoia is a feeling experienced by many characters in postmodernist novels and it 
can be directly linked with the historical context and the society of the 1960s, 1970s and even 
1980s to a certain extent. The climate of fear and suspicion created by the Cold War in that 
period may account for the wide use of paranoia in postmodernist fiction. As Lewis explains: 

Postmodernist writing reflects paranoid anxieties in many ways, including: the distrust of fixity, of 
being circumscribed to any one particular place or identity, the conviction that society is conspiring 
against the individual, and the multiplication of self-made plots to counter the scheming of others. 
These different responses are immanent in three distinct areas or reference associated with the word 
‘plot’ (130). 

Starting from ‘plot’ Lewis distinguishes the three possible meanings: that of a small piece of 
ground with a special purpose, that of secret plan or conspiracy, and the third one is that of a 
plan of a literary work (130). Novels that exemplify the first meaning are Ken Kesey’s One 
Flew Over the Cuckoo’s Nest, Kurt Vonnegut’s Slaughterhouse-Five, and Joseph Heller’s 
Catch-22. The three protagonists, Randle McMurphy, Billy Pilgrim, and Yossarian, 
respectively, are confined to their ‘plots’ by external forces (the mental hospital, the prisoner- 
of-war camp, and the air-force base, respectively) which leads to a panic of identity. However, 
in spite of their longing to be free, their impulses toward freedom are corrupted by their fear of 
escape and of the openness. 

The second meaning of ‘plot’, that of conspiracy finds its best illustration in Thomas 
Pynchon’s novels where the whole of the society is seen as a plot against the individual and the 
historical events are perceived as “side-shows orchestrated by unseen ringmasters for hidden 
motives” (Lewis, 131). This is called paranoid history. The protagonists of novels such as V., 
The Crying of Lot 49, Gravity’s Rainbow, or Vineland feel trapped in schemes that threaten the 
rights of the individual. The third meaning of ‘plot’, that of plan of literary work leads to 
paranoia because a plot in literature has shape and shape is control and there are writers who 
want to prove themselves above such constraints of form such as Umberto Eco in his novel 
Foucault’s Pendulum and John Barth in Letters. 

The last postmodernist literary device proposed by Barry Lewis is vicious circles 
and it refers to the instance when text and world are permeable and we cannot separate one 
from the other. These moments occur under the form of “short circuits (when the author steps 
into the text) and double binds (when real-life historical figures appear in fictions) (131). These 
confusions between fact and fiction are symptoms of schizophrenia, the condition that seems to 
affect postmodernist literature and society in general. 
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Postmodernist historical fiction 

Linda Hutcheon, a celebrated name in postmodernist poetics, declares that the most 
defining form of postmodernist literature is what she calls ‘historiographic metafiction’, that is, 
as Connor explains: “works of fiction which reflect knowingly upon their own status as fiction, 
foregrounding the figure of the author and the act of writing, and even violently interrupting 
the conventions of the novel, but without relapsing into mere technical self-absorption” 
(Connor, 132). The novels that fall into the category of ‘historiographic metafiction’ (Robert 
Coover’s The Public Burning, Ishmael Reed’s Mumbo Jumbo, John Barth’s The Sot-Weed 
Factor, Thomas Pynchon’s Gravity’s Rainbow, Joseph Heller’s Catch-22, to name just a few) 
choose characters and events of the past and then proceed to subject them to distortions, and 
fictionalizations. These works of ‘historiographic metafiction’ are meant to show that past itself 
is fiction since we can only know the past through forms of representation or of narrative. Since 
the fundamental theories of postmodernism postulate that everything must be questioned, 
regarded skeptically and interpreted, this is what ‘historiographic metafiction’ does; it shows 
that the past is literature as well. We transform historical events into facts by interpreting the 
archive documents which are representations of the past, themselves victims of the subjectivity 
of the person that recorded them. 

The original and official version of history is subverted and alternatives are 
suggested in order to make this point. Thomas Pynchon proposes a different purpose and 
outcome for the Second World War in Gravity’s Rainbow, one of his characteristically paranoid 
versions where the society plots against the individual and history is made of events 
orchestrated by unknown forces. John Barth, in a similar vein, proposes yet a more parodic and 
comical version of the early American colonial history and new approaches to well known 
legends such as the Pocahontas famous story. Consistent with Foucault’s theories about 
discontinuity, Kurt Vonnegut shapes his famous 1969 novel Slaughterhouse-Five accordingly, 
to illustrate it. History is shown here from the perspective of extraterrestrial beings that have no 
worries because, to them there are no such concepts as past, present or future. Anyone can relive 
certain moments of their lives whenever they want just by travelling through time. 

Foucault’s theory of discontinuity is consistent with postmodern theories of 
fragmentation and incredulity towards the metanarratives. Linda Hutcheon briefly explains this 
theory and its echoes in postmodernism theories in general in her extensive study, A Poetics of 
Postmodernism'. 

We are no longer to deal, therefore, with either “tradition” or “the individual talent, ” as Eliot would 
have us do. The study of anonymous forces of dissipation replaces that of individual “signed” events 
and accomplishments made coherent by retrospective narrative; contradictions displace totalities; 
discontinuities, gaps, and ruptures are favored in opposition to continuity, development, evolution; 
the particular and the local take on the value once held by the universal and the transcendent. For 
Foucault it is irregularities that define discourse and its many possible interdiscursive networks in 
culture. For postmodern history, theory, and art, this has meant a new consideration of context, of 
textuality, of the power of totalization and of models of continuous history (97). 

Foucault’s theory helped the Marxist and feminist theories that used context to justify absences 
from history, the minorities such as the low classes and the women, who did not have the power 
to write their own version of history. 

In her chapter about the historiographic metafiction, Linda Hutcheon claims that 
fiction and history have always been absorbent genres and now more than ever scholars are 
trying to separate the two, but theories refer mostly to the similarities rather than the differences 
between the two. This is what Hutcheon also stresses: 

They have both been seen to derive their force more from verisimilitude than from any objective 
truth; they are both identified as linguistic constructs, highly conventionalized in their narrative 
forms, and not at all transparent either in terms of language or structure; and they appear to be equally 
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intertextual, deploying the texts of the past within their own complex textuality. But these are also 
the implied teachings of historiographic metafiction. Like those recent theories of both history and 
fiction, this kind of novel asks us to recall that history and fiction are themselves historical terms and 
that their definitions and interrelations are historically determined and vary with time (105). 


Conclusion 

Everything is relative in postmodernism, including the two terms, history and 
fiction, and the postmodern theories presented throughout this paper only emphasize this idea. 
Postmodernist writers, through their works, coined by Linda Hutcheon as historiographic 
metafiction, strive to prove that we live in a world in which no essence can be truly known 
unless through its representation. Postmodernism demystifies and postmodernist literature tries 
to shake the image of history as an objective science that offers people the historical fact without 
the shadow of a doubt. 
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Abstract: Invisible Man is critical towards every race, social class and gender present in the novel, 
without any sort of discrimination. The nice Godfearing white folks who offer the scholarship following 
the shame and humiliation of a “battle royal”, the “respectable” Dr. Bledsoe who attempts to destroy 
the life of a fellow black man to main tain status and satisfy his demen ted principles regarding life are 
met with harsh criticism and irony. Ellison is the enemy of extremism. Ras the Exhorter who is the 
artistic representation of Black Nationalist leader Marcus Garvey is conveyed as mad, dangerous and 
unstable. The Brotherhood which is nothing more than the Communist Party comes across as deceptive, 
manipulative and eager to exploit the black uneducated masses, which is of course in antithesis with the 
principles of social equity and justice it promotes. Ellison’s aversion in the novel towards the 
Brotherhood is explainable partly due to his negative experiences as a member of the Communist Party. 


Keywords: : power, adventure, folklore, improvisation, myth 


With the publication of Invisible Man, Ellison moved suddenly into the front ranks of 
American writers. His novel evokes visions and tensions peculiar to American life as African 
Americans kn ow it: Ellison’s brown-skinned, nameless seeker suffers and scoots, forth and 
back, through a thicket of briars well known to American blacks. Yet Invisible Man is a modern 
masterpiece that, as Wright Morris has written, “belongs on the shelf with the classical efforts 
man has made to chart the river Lethe from its mouth to its sources.” Richly expressing the 
meaning of life in Harlem (and the Southern background of that life), Ellison manages to 
describe what he says he finds in the work of the painter Romare Bearden: “The harmlessness 
of the human condition.” Invisible Man is a deeply comic novel, with moments of terror and 
tragedy; it is a Bildungsroman in which a young man awakens to consciousness by piecing 
together fragments and symbols from history, myth, folklore, and literature, as well as his own 
painful experience. 

Set in the approximate period 1930-1950, Invisible Man is the story of the development 
of an ambitious young black man from the provinces of the South, who goes to college and then 
to New York in search of advancement. This greenhorn at first wants no more than to walk in 
the footsteps of Booker T. Washington, whose words he quotes at his high school graduation 
and at a smoker for the town’s leading white citizens. At the smoker he is given a new briefcase 
and a scholarship - emblems of his expected ascent up the social hierarchy. But first he is 
required to fight blindfolded in a battle royal with other black youths. Significantly, he and the 
rest are turned blindly against one another for the amusement of their black controllers. 
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This battle royal scene shows the protagonist to be not just blind but invisible. 
Obviously, the white town bosses see him not as an individual of promise but as a buffoonish 
entertainer, a worthless butt of their practical jokes, or, at best, a good colored boy who seems 
to know his place. In this sense the ritual purports to initiate him as their agent on guard for the 
status quo wherein he and his people will remain powerless. The youngster’s invisibility also 
consists of his trust in the myth of advancement, American style. This confidence that he will 
rise to success (reminiscent of Horatio Alger and Booker T. Washington) renders him willing 
and eager to suppress his own will and words - his own identity - to be whatever they say he 
must be to get ahead. That night he dreams that his grandfather tells him to open the briefcase, 
which contains a document reading: “To Whom It May Concern, Keep This Nigger-Boy 
Running.” Here is the full excerpt: 

“That night I dreamed I was at a circus with him and that he refused to laugh at 
the clowns no matter what they did. Then later he told me to open my brief case and 
read what was inside and I did, finding an official envelope stamped with the state seal; 
and inside the envelope I found another and another, endlessly, and I thought I would 
fall of weariness. “Them’s years,” he said. “Now open that one.” 

And I did and in it I found an engraved document containing a short message 
in letters of gold. “Read it,” my grandfather said. “Out loud.” 

“To Whom It May Concern,” I intoned. “Keep This Nigger-Boy Running.” 

I awoke with the old man’s laughter ringing in my ears. (It was a dream I was 
to remember and dream again for many years after. But at that time I had no insight into 
its meaning. First I had to attend college.) (Ellison, 1995:33) 

To keep the poor black man running is to keep all the viciously oppressed blacks 
running, destroying any semblance of stability and peace in their unfortunate lives. In this 
respect the plight of the African Americans reminds us of the suffering and injustice the sons 
and daughters of the people of Israel have had to suffer throughout millennia of discrimination, 
walking the earth as outcasts, hoping and praying for one beautiful day when they would have 
the right to freely pursue their happiness. The repetitive nature of the dream, its accuracy in 
determining and anticipating events before they occur suggests some sort of supernatural 
intervention whose purpose can only be to combat injustice and duly warn an innocent of the 
uphill battles to come. 

But the youngster remains naive. He goes off to college but is expelled when he makes 
the fatal mistake of taking a visiting white trustee to a section of the local black community 
(and, metaphorically, to a level of black reality) never included in the college-town tour. 
Bledsoe, the college president, sends the hero packing to New York, first giving him a set of 
private letters of introduction that, he finally discovers, also courteously request that he be kept 
running - and jobless. 

Eventually he does find work in New York, first in a paint factory, where he is 
discharged after being seriously hurt in an explosion - one that ultimately jars him into a new 
self-awareness and courage. He gives a moving speech at the eviction of an elderly Harlem 
couple and is hired by a predominantly white radical political organization called the 
Brotherhood. The group seems to confirm his childhood wish by telling him he will be made 
the “new Booker T. Washington ... even greater than he.” But the Brotherhood also sets him 
running. Despite his success in Harlem, the downtown “brothers” withdraw support for his 
program. 

Why do they sell the hero out? First of all, because he has proven so successful with his 
uses of such vernacular forms as marching bands and stump speeches that the “scientific” 
Brotherhood fears that he, and the black community at large, have become dangerously 
independent in their power. The second, even more cynical, motive here involves Invisible 
Man’s having performed his mission of stirring up Harlem; now, withdrawn from the 
community, he can perform the Brotherhood’s other task of discouraging his followers so that 
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they turn against not only him but also each other. He and the other Harlem leaders are set up 
to reenact the action of the blindfolded fighters of the novel’s first chapter: to self-destruct while 
the white bosses, this time wearing the colors of the radical Left, protect their power from a 
safe distance. 

A race riot erupts, and, still carrying his briefcase, which now contains, besides his 
diploma, several other mementos of his adventures, he falls down a manhole into an abandoned, 
bricked-up cellar. There he closely examines the papers in his briefcase and realizes how fully 
he has been betrayed by those who had professed to help him. And yet he discovers, too, that 
not only “could you travel upward toward success but you could travel downwards as well.” 
He will remain down there, bathed in stolen light from the power company and in blues-idiom 
music; he will compose his memoirs in his hole at the edge of Harlem, in hibernation. “Please, 
a definition: A hibernation is a covert preparation for a more overt action.” If others cannot or 
will not see him, he at least will see himself. His narrative, full of irony, insight, and fury, shows 
that he has attained self-awareness - even a certain wisdom - and that he has been able to act, 
to write this stunning book. 

The shape and style of Invisible Man bespeak its determination to step toward the 
universal through “the narrow door of the particular.” The novel resounds with black folklore, 
in which, says Ellison, “We tell what Negro experience really is. We back away from the chaos 
of experience and from ourselves, and we depict the humor as well as the horror of our living. 
We project Negro life in a metaphysical perspective, and we have seen it with a complexity of 
vision that seldom gets into our writing.” (Going to the Territory, p. 283) 

Blues, spirituals, sermons, tales, boasts, and other black American folk forms influence 
the characters, plot, and figurative language in this teeming novel. The striving young man is 
drawn toward the freedom of consciousness and conscience by the magic horns and voices of 
the folk. Nonetheless, he himself is never so much a blues hero or Br’er Rabbit as he is like 
Br’er Bear, outmaneuvered until the end by Br’ers Fox and Dog - in his case Bledsoe; 
Brockway, the factory supervisor; and One-Eyed Jack, who recruits him for the Brotherhood. 
Like the befuddled butt of many a folktale, this young man seems determined to be somebody’s 
greenhorn, somebody’s fool. 

The novel is built not only upon the foundation of black lore but also of black literature. 
It is a benchmark black novel that seems aware of the entire tradition of African American 
letters. In it one overhears the black and white tricksters (slaves and slaveholders) of slave 
narrative locked in combat. One senses again the slaves’ desperate yearning for education, 
mobility, and individual and communal freedom. There are particularly strong echoes of works 
by Frederick Douglass, W. E. B. Du Bois, James Weldon Johnson, Zora Neale Hurston, and 
Richard Wright, all of whom wrote prose portraits of tragicomic characters, “articulate heroes” 
in search of broader freedom. 

But the power of Invisible Man is more than that of a repository of black influences. As 
if in defiance of the single-minded critic, Ellison adapted symbolism and rhetorical strategy 
from any and every source he felt would enrich the texture and meaning of his work: Sophocles, 
Homer, Dostoevsky, Malraux, Joyce, and Freud all figure in Invisible Man. Some allusions and 
symbol clusters fade out like wistful jazz riffs; others recur and provide the novel with structure. 
But no single critical “method” can explain this capacious novel, which owes as much to the 
symbolist tradition of Melville and Hawthorne as it does to the vernacular tradition of Mark 
Twain and Hemingway. This is not a “realistic” novel or an understated “hard-boiled” novel, 
or a symbolist romance (it is not, in any case, to be only so categorized); instead, it is an epic 
novel of many voices, an experimental narrative constructed upon the author’s mastery of 
American language; as he describes it, 

“a rich Babel... a language full of imagery and gesture and rhetorical canniness. 

.. an alive language swirling with over three hundred years of American living, a mixture 
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of the folk, the biblical, the scientific, and the political. Slangy in one instance, academic 
in another, loaded poetically with imagery at one moment, mathematically bare of 
imagery in the next.” (Shadow and Act, pp. 103-104) 

The Invisible Man embodies this confluence of traditions. He is a modem Odysseus, a 
latter-day Candide, a “black boy” comparable to Wright, a black and obscure Jude, a Yankee 
yokel, a minstrel endman. Of the several secondary characters who also embody a rich mixture 
of allusions, two stand out: Trueblood and Rinehart. Both are significant influences on the 
protagonist’s growing awareness. 

It is Trueblood, the sharecropper, whom the hero encounters when giving Mr. Norton, 
the white trustee, a tour of the college environs. “Half-consciously” the student drives over a 
hill into a section of the black community built during slavery and, at Norton’s “excited 
command,” stops in front of Trueblood’s shack. Trueblood had, in earlier days, been invited to 
entertain white guests of the school, but no more: he has brought disgrace to the black 
community by impregnating his own daughter. “You have looked upon chaos and are not 
destroyed!” says Norton. “No suh! I feels all right,” says Trueblood. Not just willingly but “with 
a kind of satisfaction and no trace of hesitation or shame,” Trueblood recites the exuberant tale 
of his forbidden act; it is a private performance for the student and Norton, whose face, at story’s 
end, “had drained of color.” Shaking, the white man gives the farmer a hundred-dollar 
banknote: “Please take this and buy the children some toys for me,” the northern philantropist 
says. 

Rinehart enters the narrative late in the novel. To escape two followers of Ras, a black 
nationalist whose organization rivals the Brotherhood, the Invisible Man puts on glasses with 
lenses so dark that they appear black; he is immediately mistaken for Rinehart. “But... where’s 
your new hat I bought you?” a young woman asks. To complete his disguise he buys the widest 
white hat in stock at a local store and is mistaken for Rinehart all evening: Bliss Rinehart, 
gambler and pimp; Rine the lover and cool “daddy-o”; Rine the briber and “confidencing 
sonofabitch”; Rine the numbers runner; Reverend B. P. Rinehart, “Spiritual Technologist . . . 
No Problem Too Hard For God.” The Invisible Man is stunned by Rinehart: “Could he himself 
be both rind and deer? What is real anyway? . . . The world in which we lived was without 
boundaries. A vast seething, hot world of fluidity, and Rine the rascal was at home.” 

Trueblood and Rinehart make their homes in quite different worlds. Trueblood has 
remained in the South, in a log-cabin homestead dusty with slave history. By contrast, while 
Rinehart may once have preached in Virginia, he has become a master manipulator of a chaos 
that is distinctively northern in scope. Indeed, what these black men have most in common is 
that both have stood before teeming chaos and have survived. Rinehart has embraced chaos. 
Trueblood has faced his crime of incest - the sin associated with confusion, degeneracy, and 
death, from Sophocles’s Oedipus Rex to Freud’s Totem and Taboo. 

Both characters bring to mind the African American musical form, the blues. Trueblood 
has done wrong (but he didn’t mean to) and is bashed in the head by his wife, who leaves him 
for a time and spreads the tale of his wrongdoing until even the preacher calls him “the most 
wicked man” he has ever seen. Yet Trueblood tells his story until it achieves a certain cadence, 
and it ends with song: 

“Finally, one night, way early in the momin’, I looks up and sees the stars and 
I starts singin’. I don’t mean to, I didn’t think ‘bout it, just start singin’. I don’t know 
what it was, some kinds church song, I guess. All I know is I ends up singin’ the blues. 

I sings me some blues that might ain’t never been sang before, and while I’m singin’ 
them blues I makes up my mind that I ain’t nobody but myself and ain’t nothin’ I can 
do but let whatever is gonna happen, happen. I made up my mind that I was goin’ back 
home.” (p. 66) 
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Trueblood is what Albert Murray has called a “blues hero”: a resilient improviser who 
confronts the low-down dirtiness of life, the “changes” and the “breaks,” and who manages 
with style and grace to keep on. 

Rinehart is no blues man in this broadly heroic sense. “Rinehart, Rinehart,” thinks the 
Invisible Man, “what kind of man is Rinehart?” His name is a name from a blues song often 
sung by Ellison’s old friend from Oklahoma, blues singer Jimmy Rushing: “Rinehart, Rinehart, 
/ You’re a most indifferent guy.” But instead of evoking terror or pity, instead of putting 
confusion into perspective, as does Trueblood, Rinehart personifies confusion. He is the no¬ 
good “sweet-back,” the evil mistreater that the blues bemoan. Trueblood sings the blues as a 
cathartic statement to assuage a tragic predicament, but Rinehart dispenses the blues to others: 
he distributes travail and thrives of it. 

Trueblood’s classical ancestors include Oedipus the King, but Rinehart’s forebears are 
shape-changing tricksters. His middle name, Ellison has written, is Proteus. Yet both characters 
capture the note and trick of African American life, and both function in quite specific ways. 
Trueblood’s tale is a lesson and a graphic warning, from which the Invisible Man leams that 
“there’s always an element of crime in freedom.” Trueblood’s breaking of the incest taboo 
(even if, as he insists, he was asleep while doing so) suggests that the Invisible Man can also 
break the law and so extend the definition of what it means to be black and what it means to be 
human. Rinehart’s lesson is that the world is much more ambiguous - and, again, full of 
possibility - than any narrow-minded, strict, schematic thinkers like those in the Brotherhood 
can kn ow. “Underground” in Harlem there are operators undreamed of by One-Eyed Jack and 
his “brothers.” Some, like the unscrupulous Rinehart, prosper in the dark maze. Others, like the 
“hip” young man the narrator sees in the subway station, have also been ignored by the 
Brotherhood: “Men out of time, who would soon be gone and forgotten. . . . But who knew but 
that they were the saviors, the true leaders, the bearers of something precious? . . . What if 
history was a gambler, instead of a force in a laboratory experiment, and the boys his ace in the 
hole?” (p. 441) Rinehart the trickster is a figure of escape and of possibility whose presence 
suggests that beneath the surface of the American commonplace there burns a bright and raging 
world. 

Invisible Man is a complex and richly comic novel in which the hero discovers a great 
deal about American history and culture. In the end he sees that he has been a fool, that, like 
Trueblood and Rinehart, he must confront chaos with strength and resiliency - and mother wit 
- or it will engulf him. When he plunges underground, he vows to stop running the course that 
Bledsoe and others had set for him and can say with Trueblood: “I ain’t nobody but myself. . . 
I made up my mind that I was goin’ back home.” 

Invisible Man shares great familiarity within the creative context of the Afro-American 
narrative. Its primary method of authentication is its ability to formalize the art, link strategy to 
context and expound its own historical fiction. Progression is non-linear, prompting ground 
breaking assertions that a self, an independent form of humanity can exist outside imposed, 
preconceived definitions of reality. 

Ellison’s protagonist is a more subtle, stealthy version of Rinehart. He is a failed college 
student, a factory worker, a public speaker and most importantly an artist who produces a 
“simulated autobiography”. The intent of his undertaking is paramount to the understanding of 
Invisible Man. The persona of the artist strives to break loose from the figures of authority 
sabotaging his development, and expand his identity, to achieve spiritual autarky, free from the 
constricting noose of his ill willed friends and countrymen. 

The protagonist is on a quest for an adequate identity. The act of naming can bestow 
power or weakness. Its ramifications concern themselves with control and self-control. The 
striking realization that one can name oneself and subsequently trigger a desirable response 
from society is intoxicating and liberating at the same time, as is the case with his understanding 
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of Rinehart: “Could he be all of them: Rine the runner and Rine the gambler and Rine the briber 
and Rine the lover and Rinehart the Reverend?... The world in which we lived was without 
boundaries. A vast seething, hot world of fluidity.” (Ellison 1995: 498) 

Invisible Man is a splendid uplifting of moderation and self-discovery. It is a novel of 
power, adventure, folklore, improvisation, myth and personal growth; “a raft of hope, 
perception and entertainment” attempting to present a tiny glimmer of the complicated splendor 
that is America. The novel advocates for civil and constitutional rights but above all else it 
advocates for the right to embrace and accept our own humanity. It tells stories of injustice and 
abuse, pain and solitude, preferring irony and denouncing anger. Social realism, allegory and 
symbolism usher in the promise of a powerful narrative and the outspoken herald of truth 
regardless of the cost and consequences. Ellison manages to create an effective image of 1940’ s 
Harlem which stands as a unifier of all the undertones of African-American life. Through his 
vision he anticipates the e(in)volution of Marxism, the emergence of the Black Panthers, 
America’s cultural revolutions and a steadfast desire to accept and tolerate individual identities, 
pluralism and multiculturalism. Ralph Ellison summons all existing relevant ideologies but 
embraces only temperance and balanced thought. His ideological novel is a manifesto of 
tranquility, patience and equanimity in the face of relentless adversity. 

Ellison is one of America’s gatekeepers of moral history. His influence on the Afro- 
American novel and the American novel as a whole may have hastened the emergence of the 
Civil Rights Movement. He carried inside his writing the intellectual turmoil of his generation 
and set the standard for a new moral and artistic comprehension of 1960s America. His 
objective was not to portray a coherent image of individual identity, or of black identity but the 
identity of the American rainbow, the melting pot of intimidating complexity. His verbal flow 
and communicative fortitude served as a release valve for the creative energies of his 
countrymen. The great American writer acknowledged Faulkner, Melville or Hawthorne but 
above all he paid homage to the almost sacred pieces of paper (the Constitution and the Bill of 
Rights) which had dictated the moral imperatives shaping the beautiful destiny of his beloved 
America. His patriotism was not uncommon for an individual living in 1940s and 50s America; 
what was oddly inspiring however was the fact that he managed to unreservedly love a country 
that had at times rejected and humiliated him because of the color of his skin. Invisible Man is 
a novel of trust and belief in the ideals for which America stands. Had it not been for Ellison’s 
patriotism and trust in America’s pledge of liberty and justice for all his novel would never 
have been written; because despite his facade of irony and pessimism Ralph Waldo Ellison is a 
true believer that change will come, that he himself can make a difference through his work and 
generous humanity. The novelist’s responsibility and debt to society cannot be overlooked or 
ignored towards the realm of perdition. Both form and content must coexist and serve the 
author’s creative infrastructure, a convergence hub where literature and democracy become 
intertwined creating not only mentally endowed characters but also intelligent, opinionated 
citizens/readers who have the courage and mental clarity to change society for the better. 
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REVERBERATIA IDENTITARA IN CASA SPIRITELOR 
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Abstract: Writing empowers the author with the ability to create a sense of origins and stability, thus 
grounding the exile. Isabel Allende’s characters, through writing, claim possession of a history, both 
personal and collective. Most of them write regularly, whether in notebooks or letters, proof of their 
quest for self-discovery and reverence for memories. 

Choosing writing over oblivion equates with the emergence of a deeper consciousness of one's identity. 
Isabel Allende’s novel “The House of the Spirits’’ depicts the creative process of writing as a genuine 
combination of realism and imagination. Ultimately, this blend enables people to record and forge their 
experience. 

To Isabel Allende, words hold the power to recall history, be it that of a country or a family. By rescuing 
memory, words can be used to reshape and challenge the past. 

Keywords: identity, exile, writing, magical realism 


1. Proiectii ale exilului la Isabel Allende 

La casa de los espiritus (Casa spiritelor), romanul scriitoarei chiliene Isabel Allende, 
se impune ca o opera bine articulata, de o fluiditate cople§itoare. Publicat in 1982, este, 
indubitabil, un roman care pulseaza in cercuri concentrice, antrenand nenumarate personaje, 
intr-o succesiune ciclica de viaja §i istorie. in paginile lucrarii, viaja este modelata dupa chipul 
§i asemanarea amintirilor smulse furiei Timpului, prin forta cuvantului scris, marturia de 
netagaduit a traiectoriei mai multor generajii ale familiilor del Valle yi Tmeba. Destinele 
multora dintre ei nu se petrec in penumbra, ci capata valentc istorice, decantate prin prisma 
insemnarilor neobosite. 

Eroziunea timpului nu inceteaza a schimonosi viaja, dar privilegiul de a scrie confera 
amintirilor o identitate proprie, constituindu-se intr-un ecou al unui ieri ce nu se vrea uitat: «En 
algunos momentos tengo la sensacion de que esto ya lo he vivido y que he escrito estas mismas 
palabras, pero comprendo que no soy yo, sino otra mujer, que anoto en sus cuademos para que 
yo me sirviera de ellos. Escribo, ella escribio, que la memoria es fragil y el transcurso de una 
vida es muy breve y sucede todo tan de prisa, que no alcanzamos a ver la relacion entre los 
acontecimientos, no podemos medir la consecuencia de los actos, creemos en la ficcion del 
tiempo, en el presente, el pasado y el futuro, pero puede ser tambien que todo ocurre 
simultaneamente...» 1 

Alegand un stil narativ care armonizeaza magia cu realitatea, Isabel Allende prezinta 
istoria tarii sale, a statului Chile §i surprinde evolujia mai multor generapi de femei, un traiect 


1 Isabel Allende, La casa de los espiritus. Plaza y Janes Editores, S.A., Barcelona, 1982, p. 379, In trad. : ,,1/neon am 
impresia ca am mai trait asta A ca am mai scris aceste cuvinte, dar imi dau seama ca nu sunt eu, ci o altci femeie, care §i-a 
notat toate astea in caietele eipentru ca eu sa ma slujesc de ele. Scriu, cum a scris $i ea, pentru ca memoria e fragila, 
parcursul unei viefi e scurt §i totul se intdmpld atat de repede, incat nu reu.fi m sa vedem legatura dintre evenimente, nu 
putem masura consecinfele faptelor. credent in ficfnmea timpului, in prezent, trecut §i viitor, dar este posibil ca totul sa se 
petreaca simultan... ” 
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care culmineaza cu deznodamantul tragic al loviturii de stat din 1973. Nepoata clanului Trueba, 
Alba, recreeaza trecutul familiei ei cu ajutorul a numeroase caiete de povestit viafa, care 
pastreaza amintirile in c red innate lor de catre bunica Clara. Romanul este deopotriva o saga §i o 
marturie a destinului tragic al Jarii, aflate sub tirania regimului militar; lucrarea lui Isabel 
Allende imbina accentele personale cu cele istorice. 

Casa spiritelor este prima opera de fictiunc a scriitoarei Isabel Allende, lucrarea 
inscriindu-se intr-o bogata serie a personajelor feminine, independente, care sfideaza 
tradijionala autoritate a barbaplor. Romanul pune un deosebit accent pe calitajile terapeutice 
ale scrisului, investit cu forta reinventarii existenjei. Prin puterea scrisului, personajele, 
angrenate intr-un complex proces al introspccpilor, reu§esc sa supraviefiriasca unor bariere 
spapalc si temporale. Cei doi naratori, Esteban, patriarhul, care evoca amintirile la persoana 
intai si Alba, supraviejuitoarea, a carei voce se face auzita la persoana a treia, creioneaza o 
bogata paleta de evenimente §i emojii, menite sa realizeze o firesca a istoriei familiei. 

Literatura de exil aduce propria contribute in ceea ce prive§te limbajul, deoarece 
dcpa^cste limitele simplei ficpuni si atrage personajele intr-o incercare de a se reinventa §i de a 
recrea latura umana. Opera lui Isabel Allende se caracterizeaza prin natura imperioasa a 
afirmarii sinelui, a dobandirii unor radacini, a revendicarii unui trecut. Nevoia de a spune 
propria poveste de viaja este indisolubil legata de tema exilului. Natura independents a 
cxpcricntci exilului, pozipa ei, atat in sfera colectiva cat §i in cea particulars a gandurilor §i a 
comportamentului, se cristalizeazS intr-una dintre constantele trSsSturi ale acestei literaturi, §i 
anume propensiunea cStre mSrturie, chiar si in situapa in care intcnpa aparentS a scriitoarei este 
alta. 

Vocea narativS a celui din exil reclamS dovezi care sS probeze cxpcricnja trSitS; caracterul 
confuz al acestor dovezi, faptul cS este o crcatic lingvisticS confers literaturii exilului tensiunea- 
i specifics. Distanja dintre realitate §i descrierea a ceea ce s-a intamplat pare sS se mSreascS pe 
mSsurS ce persoana din exil scrie. Isabel Allende abordeazS aceastS distanjS in Casa spiritelor 
cand vorbcste despre caietele Clarei. MSrturia celor intamplate, atat evenimente transcendentale 
cat §i trivialitSji, constituie povestea Albei pe mSsurS ce le analizeazS §i le rescrie. Fiind atrasS 
de istoria familiei, Alba este capabilS sS reclame trecutul §i sS descopere un echilibru pentru ea 
insS§i- 

La aflarea ve§tii cS bunicul ei, in varstS de 99 de ani se aflS pe patul de moarte si fiind 
imposibil sS se intoarcS in JarS din caza statutului de exilat politic, Isabel Allende incepe sS-i 
scrie ceea ce ea numeric o scrisoare spirituala. Potrivit mSrturisirilor scriitoarei, a intrat intr-o 
transS in timp ce scria si a dat frau liber imaginapei: «Barrabas llego a la familia por via 
maritima, anoto la nina Clara con su delicada caligrafia. Ya entonces tenia el habito de escribir 
las cosas importantes y mas tarde, cuando se quedo muda, escribia tambien las trivialidades, sin 
sospechar que cincuenta anos despues, sus cuadernos me servirian para rescatar la memoria del 
pasado y para sobrevivir a mi propio espanto.» 2 

Cititorului i se oferS o a treia versiune a istoriei familiei Trueba: mSrturia caietelor de povestit 
viafa constituie o a doua redare a rcalitSpi, urmatS de versiunea Albei, care accentueazS 
discrepanja dintre realitate si descrierea acesteia. Personajele lui Isabel Allende scriu pentru a- 
§i afirma propria existenjS; este mai putin important pentru ele ca amintirile sa reflecte realitatea 
decat ca aceste amintiri sa existe: simpla creionare a viepi cuiva consolideaza acea existenja. 

Introspecpa reprezinta o consecinja a exilului, iar Isabel Allende arata ca scrisul este o 
parte a procesului de reclamare a unui trecut. Pentru un exilat, pierderea dreptului de a loeui in 


2 Isabel Allende, op. cit., p.9, In trad.: „Barrabas a ajuns la noi in familiepe calea marii, a notatfetifa Clara cu delicata ei 
caligrafie. Inca de pe atunci avea obiceiul sa scrie lucrurile importante §i, mai tarziu, cand a ramas muta, scria §i lucrurile 
banale, jara sa banuiasca vreodata ca, dupci cincizeci de ani, caietele ei imi vor servi pentru a salva memoria trecutului §i 
pentru a supraviefui propriei mele spaime. ” 
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propria Jara este perceputa ca o pierdere a identitajii si ca o §tirbire a dimensiunii umane. Un 
asemenea sentiment al diminuarii laturii umane presupune ca exilatul sa sondeze §i sa-si 
descopere eul. „Doar lucrurile care sunt notate, pot fi pastrate, continuand sa existe”, afirma 
Alba. Aceasta este §i explicajia aparijiei §i perpetuarii caietelor depovestit viata. Exilatul lupta 
sa asimileze nu numai absenja patriei, dar si pe aceea a culturii unui taram nou, a unei Jari 
straine. Cautarea identitajii este provocata atat de pierderea patriei cat §i de incercarea de a se 
adapta §i a intclege noua realitate. 

O persoana poate asimila influcntclc diferitelor culturi intr-o masura mai mare sau mai 
mica; sunt, de altfel, nenumaraji autori care scriu despre permanenta stare de marginalitate cu 
care se confrunta cei care traiesc intre doua culturi. 

2. Intre magie si fantasticitate 

Caracteristica definitorie a genului fantastic, trasatura asupra careia par sa coincida toji criticii 
acestui gen, ar consta in capacitatea literaturii fantastice de a provoca frica sau groaza. De 
exemplu, pentru Louis Vax, „arta fantastica trebuie sa introduca terori imaginare in mijlocul 
lumii reale”. Potrivit aceluiasi autor: «Lo sobrenatural, cuando no trastorna nuestra seguridad, 
no tiene lugar en la narracion fantastica. Dios, la Virgen, los santos y los angeles no son seres 
fantasticos; como no lo son tampoco los genios y las hadas buenas. En cuanto a los dioses de la 
fabula, Pan, por ejemplo, pueden llegar a ser fantasticos cuando en ellos se encaman instintos 
salvajes.» 3 

Pentru a salva distanta care separa universul supranatural al zanelor §i al miracolelor de 
universul nostru, guvernat de legi imuabile, care exclud miracolele, Roger Caillois propune 
doua concepte diferite - miraculosul §i fantasticul - §i explica: «E1 universo de lo maravilloso 
esta naturalmente poblado de dragones, de unicomios y de hadas; los milagros y las 
metamorfosis son alii continuos; la varita magica, de uso corriente; los talismanes, los genios, 
los elfos y los animales agradecidos abundan; las madrinas, en el acto, colman los deseos 
de las huerfanas meritorias... En lo fantastico, al contrario, lo sobrenatural aparece como una 
ruptura de la coherencia universal. El prodigio se vuelve aqui una agresion prohibida, 
amenazadora, que quiebra la estabilidad de un mundo en el cual las leyes hasta entonces eran 
tenidas por rigurosas e inmutables. Es lo imposible, sobreviniendo de improviso en un mundo 
de donde lo imposible esta desterrado por definicion.» 4 

Caillois delineate literatura fantastica ca pe „un joc cu frica”; in literatura miraculosului, in 
schimb, „incalcarea legilor naturale nu provoaca teama”. Intr-o lume tutelata de §tiinja, 
povestirea fantastica deschide o fereastra spre tenebrele taramului de dincolo si prin bre§a astfel 
creata, se strecoara teama §i liorii. Un asemenea fior nu poate irupe in imparajia miraculosului, 
unde §tiin|a nu este decat o alta minune; realitatea insa§i nu este mai pujin magica §i miraculoasa 
decat magiile §i miracolele care populeaza pove§tile cu zane. De aceea, pentru Caillois, 
fantasticul «no podria surgir sino despues del triunfo de la concepcion cientifica de un orden 
racional y necesario de los fenomenos, despues del reconocimiento de un determinismo estricto 
en el encadenamiento de las causas y los efectos. En una palabra, nace en el momento en que 


3 Louis Vax, Arte y literatura fantasticas, Eudeba, Buenos Aires, 1965, pags. 10-11; m trad.: „Supranaturalul, cand nu ne 
perturba siguranta, nu se manifests in naraliunea fantasticS. Dumnezeu, Sfanta FecioarS, sfln^ii ?i ingerii nu sunt fiin^e 
fantastice cum de altfel, nu sunt nici geniile §i zanele bune. In ceea ce prive§te zeitS^ile fabulelor, cum este Pan, de exemplu, 
acestea pot deveni fantastice, cand intruchipeazS instincte sSlbatice”. 

4 Roger Caillois, Imagenes, imagenes..., Sudamericana, Buenos Aires, 1970, pag. 11, in trad.: „Universul miraculosului este, 
in mod firesc, populat cu dragoni, unicomi ?i zane; miracolele §i metamorfozele au loc neincetat; bagheta magicS este de uz 
curent; talismanele, geniile, elfii ?i animalele recunoscStoare abundS; zanele ocrotitoare indeplinesc pe loc dorin^ele orfanelor 
meritorii... In sfera fantasticS, dimpotrivS, supranaturalul apare ca o rupturS a coereiRei universale. Miracolul devine aici o 
agresiune interzisS, ameniiRStoare, care distruge stabilitatea unei lumi in care, legile erau considerate, panS atunci, riguroase 
?i imutabile. Imposibilul survine intr-o lume de unde imposibilul este alungat prin definilie”. 


251 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


cada uno esta mas o menos persuadido de la imposibilidad de los milagros. Si en adelante el 
prodigio da miedo, es porque la ciencia lo destierra y porque se lo sabe inadmisible, espantoso.» 

5 

Autorul studiului Introducere in literatura fantastica (1970), Tzvetan Todorov, este de- 
a dreptul consternat in fa|a unui asemenea criteriu. Daca pentru a identilica fantasticul -afirma 
Todorov- cititorul trebuie sa fie asaltat de sentimentul de teama, atunci „ar trebui sa conchidem 
ca genul unei opere depinde exclusiv de sangele rece al cititorului” 5 6 . in viziunea lui Todorov, 
exista unele basme cu zane, care pot fi pove§ti de groaza si texte fantastice, lipsite complet de 
sentimentul fricii. in consccinta, Todorov concluzioneaza ca, desi „frica este adeseori 
circumscrisa fantasticului, nu reprezinta o conditic necesara a acestuia” 7 si propune o definite 
a fantasticului, care, de§i difera ca formulare, deriva, in realitate, din delinitiile anterioare: «En 
un mundo que es muy nuestro, este que conocemos, sin diablos, silfides, ni vampiros, se 
produce un acontecimiento que no se puede explicar por las leyes de este mundo familiar. El 
que percibe el acontecimiento debe optar por una de dos soluciones posibles: o bien se 

trata de una ilusion de los sentidos, de un producto de la imaginacion, y las leyes del universo 
permanecen como son (lo extrano); o bien el acontecimiento ha tenido lugar realmente, es parte 
integrante de la realidad, pero ahora esta realidad esta regida por leyes que desconocemos (lo 
maravilloso).0 bien el diablo es una ilusion, un ser imaginario; o bien existe realmente, como 
los demas seres vivientes. Lo fantastico ocupa el tiempo de esta incertidumbre; en cuanto se 
escoge una u otra respuesta, nos salimos de lo fantastico para entrar en un genero vecino, lo 
extrano o lo maravilloso. Lo fantastico es la vacilacion experimentada por un ser que no conoce 
sino las leyes naturales y se enfrenta, de pronto, con un acontecimiento de apariencia 
sobrenatural.» 8 

Intriga romanului poarta si pecetea realismului magic, marca literaturii sud-americane. 
Termenul de realism magic a fost initial folosit de criticul german de arta, Franz Roh, in 1927, 
in incercarea de a gasi un nume reprezentativ pentru arta post-expresionista. Criticul de arta nu 
a dat o definite concisa termenului, acesta fund supus unor interpretari ambigue. in opinia 
criticului literar, Luis Leal, textele magico-realiste infa(i§eaza evenimentele centrale ca fund 
complet lipsite de o explicate logica sau de un suport psihologic, de vreme ce autorii 
realismului magic nu sunt adept,ii mimetismului reali§tilor asa cum nu sunt nici adept) i 
distorsionarii dimensiunii reale, precum suprarealistii, ci aleg sa valorifice misterul din spatele 
lucrurilor. Realismul magic este, de asemenea, definit ca un gen care imbina realismul cu 
fantasticul, astfel incat elementele magice se dezvolta in cadrul real itali i prezentate. Cele doua 
definitii subliniaza deosebirea fundamentals dintre fantastic si realismul magic: daca, pe de o 


5 Idem, pag. 12, in trad. : „nu arputea sa se iveasca decat dupa triumful conceptiei §tiin|iflce a unei ordini rationale §i 
necesare a fenomenelor, dupa recunoa§terea unui detenninism strict in inlanpiirea cauzelor §i a efectelor. A§adar, fantasticul 
ia na§tere in momentul in care suntem mai mult sau mai pu^in convin§i de imposibilitatea miracolelor. Daca, de acum inainte, 
minunea produce teama, aceasta este o consecinla a faptului ca §tiinla izgone§te sentimentul fricii, declarandu-1 inadmisibil, 
infricoijator”. 

6 Tzvetan Todorov, Introduction a la literatura fantastica, Editorial Tiempo Contemporaneo, Buenos Aires, 1972, pag. 40 

7 Ibidem. 

8 Idem, pag. 29, in trad.: „Intr-o lume cu care suntem obifnui{i, pe care o cunoaftem, fdra spirite rele, silfide sau vampiri, 
survine un eveniment care nu sepoate explica prin legile acestui univers familiar. Cel carepercepe aceasta mtamplare 
trebuie sa opteze pentru una dintre cele doua solujii posibile: fie este vorba despre o iluzie a simfurilor, de un produs al 
imaginafiei, fi legile universului raman neschimbate (straniul); fie evenimentul s-a petrecut cu adevarat, este o parte 
integranta a realitdfii, dar acum, aceasta realitate se ghideaza dupa legi, pe care nu le cunoaftem (miraculosul). Sau 
diavolul este o iluzie, ofiinfa imaginara, sau exista cu adevarat, ca fi celelaltefiin(e. Fantasticului i se circumscrie 
intervalul acestei incertitudini; de indata ce optam pentru un raspuns sau pentru celalalt, pdrdsim sfera fantasticului pentru 
a pdtrunde tntr-unul dintre genurile limitrofe, straniul sau miraculosul. Fantasticul este ezitarea experimentatd de o fiin(a, 
care nu cunoafte alte legi, deceit pe cele naturale fi care, dintr-o data, se confrunta cu un eveniment supranatural ”. 
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parte, misterul invocat de evenimentele realismului magic nu necesita vreo justificare, literatura 
fantastica presupune nenumarate cxplicapi. 

Stilul circular la care recurge Isabel Allende se cristalizeaza intr-o alternativa a 
modal itap i patriarhale de a infaji§a lucrurile, personajele feminine reu§ind astfel sa dobandeasca 
o noua identitate, atat in interiorul familiei cat si in afara acesteia. Elementele magice creeaza 
o viziune feminina asupra realitapi. Scriitoarea foloscstc in mod curent asocieri intre magie si 
personajul feminin, pledand astfel pentru dimensiunea supranaturala ca modalitate de a combate 
autoritatea patriarhala. 

Imaginatia Clarei este aservita atat fictiunilor miraculoase cat si prozaismului unor 
documente din sfera politica; propensiunea ei catre magie, catre spiritualitate si depa§irea 
constrangerilor impuse de timp §i spapu sunt minupos exploatate de catre Isabel Allende: «La 
pequena Clara leia mucho. Su interes por la lectura era indiscriminado y le daban lo mismo los 
libros magicos de los baules encantados de su tio Marcos, que los documentos del Partido 
Liberal que su padre guardaba en su estudio. Llenaba incontables cuadernos con sus anotaciones 
privadas, donde fueron quedando registrados los acontecimientos de ese tiempo, que gracias a 
eso no se perdieron borrados por la neblina del olvido, y ahora yo puedo usarlos para rescatar 
su memoria. Clara clarividente conocia el significado de los suenos. Esta habilidad era natural 
en ella y no requeria los engorrosos estudios cabalisticos que usaba el tio Marcos con mas 
esfuerzo y menos acierto.» 9 

Inca din copilarie, spiritualitatea si misticismul au un rol esenpal in viaja surorilor del 
Valle, Clara si Rosa. De la o varsta foarte frageda, Clara patrunde in universul spiritelor. Poate 
interpreta visele §i prezice viitorul §i, de asemenea, poate deplasa obiectele prin intermediul 
puterii minpi. Telechinezia §i spiritismul constituie principalele indeletniciri ale Clarei, 
pcrmitandu-i sa se sustraga monotoniei unei realitap prestabilite: «La habilidad de Clara para 
mover objetos sin tocarlos se fue acentuando hasta tener tanta practica, que podia mover las 
teclas del piano con la tapa cerrada, aunque nunca pudo desplazar el instrumento por la sala, 
como era su deseo. En esas extravagancias ocupaba la mayor parte de su energia y de su tiempo. 
Desarrollo la capacidad de adivinar un asombroso porcentaje de las cartas de la baraja e invento 
juegos de irrealidad para divertir a sus hermanos. Su padre le prohibio escrutar el futuro en los 
naipes e invoncar fantasmas y espiritus traviesos que molestaban al resto de la familia y 
aterrorizaban a la servidumbre [...]» 10 

De§i Rosa, sora Clarei, nu da dovada de o inclinape de aceea§i natura cu a mezinei, are, in 
schimb, infap^arca extraordinary a unei sirene, ceea ce sugereaza un caracter supranatural, 
specific intregii familii. Imaginatici nemarginite a Clarei, disponibilitapi acesteia de a 
transcende constrangerile unei real itap prohibitive ii echivaleaza frumusejea fara seaman a 
Rosei. Prin accentuarea acestor trasaturi aparte ale fiicelor lui Severo §i ale Niveei del Valle, 
scriitoarea creeaza premisele stilului narativ al romanului, al realismului magic: «Poso la vista 
en Rosa, la mayor de sus hijas vivas, y, como siempre, se sorprendio. Su extrana belleza tenia 
una cualidad perturbadora de la cual ni ella escapaba, parecia fabricada de un material diferente 


9 Isabel Allende, op. cit., p. 73, in trad. : „Micuta Clara citea mult. Interesul ei pentru lectura era general §i ii era totuna daca 
citea carfile magice din cuferele miraculoase ale unchiului Marcos sau documentele Partidului Liberal din biroul tatalui ei. 
Umplea nenumarate caiete cu insemnarile ei particulare, in care au ramas inregistrate evenimentele acelei epoci, salvandu-le 
astfel de cea^a uitarii. Iar acum le pot folosi §i eu pentru a salva aceste amintiri. Clara cea clarvazatoare cuno§tea semnificatia 
viselor. Poseda un talent innascut ?i n-avea nevoie de complicatele studii cabalistice la care recurgea unchiul Marcos cu mai 
multa truda §i mai pupne rezultate.” 

10 Idem, pp. 74-75, in trad.: „Talentul Clarei de a deplasa obiectele fara a le atinge se accentuase, perfectionandu-se pana intr- 
atat incat putea mi§ca clapele pianului prin capacul inchis, de§i nu reu§ise niciodata sa mute instrumentul prin salon, a?a cum 
dorea. Extravagantele acestea ii ocupau cea mai mare parte din energie §i din timp. §i-a dezvoltat capacitatea de a ghici 
uimitor de multe carfi de joc §i a inventat jocuri ireale pentru a-§i distra fralii. Tatal ei i-a interzis sa ghiceasca viitorul in carfi 
§i sa invoce fantome §i spirite ghidu§e, care deranjau restul familiei §i speriau servitorimea [...]” 
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al de la raza humana. NIvea supo que no era de este mundo aun antes que naciera, porque la vio 
en suenos, por eso no le sorprendio que la comadrona diera un grito al verla. Al nacer, Rosa era 
blanca, lisa, sin arrugas, como una muneca de loza, con el cabello verde y los ojos amarillos, la 
criatura mas hermosa que habia nacido en la tierra desde los tiempos del pecado original, como 
dijo la comadrona santiguandose.» 11 

Prin prisma realismului magic, marca literaturii hispano-americane, aflam despre obiectivul 
neobisnuit al Rosei, a carei cxistcnta este justificata doar de brodarea celei mai mari fete de 
masa din lume. Departe de a dovedi cea mai neinsemnata farama de prozaism, Rosa pare mai 
degraba o faptura intre doua lumi, o prizoniera a cxistcntci terestre, un spirit ratacit, care se 
sustrage in permanenta trivialitajilor viejii pe pamant: «Entretanto, lo aguardaba sin aburrirse, 
imperturbable en la gigantesca tarea que se habia impuesto: bordar el mantel mas grande del 
mundo. Comenzo con perros, gatos y mariposas, pero pronto la fantasia se apodero de su labor 
y file apareciendo un paraiso de bestias imposibles que nacian de su aguja ante los ojos 
preocupados de su padre. Severo consideraba que era tiempo de que su hija se sacudiera la 
modorra y pusiera los pies en la realidad, que aprendiera algunos oficios domesticos y se 
prepara para el matrimonio, pero Nivea no compartia esa inquietud.» 12 

Realismul magic nu este asimilat unei intruziuni brutale in existenja personajelor, unei rupturi 
bru§te a ordinii lircsti a lucrurilor, ci mai degraba unui hiat al rclapilor de cauzalitate, universal 
valabile sau interstifiilor unei realitafi mai permisive decat cea care poate fi perceputa, in 
aparenja: «Hasta ese dia, no habian puesto nombre a las excentricidades de su hija menor ni las 
habian relacionado con influencias satanicas. Las tomaban como una caracteristica de la nina, 
como la cojera lo era de Luis o la belleza de Rosa. Los poderes mentales de Clara no molestaban 
a nadie y no producian mayor desorden; se manifestaban casi siempre en asuntos de poca 
importancia y en la estricta intimidad del hogar. Algunas veces, a la hora de comida, cuando 
estaban todos reunidos en el gran comedor de la casa, sentados en estricto orden de dignidad y 
gobierno, el salero comenzaba a vibrar y de pronto se desplazaba por la mesa entre las copas y 
platos, sin que mediara ninguna fuente de energia conocida ni truco de ilusionista. Nivea daba 
un tiron a las trenzas de Clara y con ese sistema conseguia que su hija abandonara su distraccion 
lunatica y devolviera la normalidad al salero, que al punto recuperaba su inmovilidad.» 13 

Inca din primele pagini ale romanului, se desprinde o imagine deosebita a Clarei, 
mezina familiei del Valle: «Clara estaba sentada al lado de su madre y esta le apretaba la mano 
con impaciencia cuando el discurso del sacerdote se extendia demasiado en los pecados de la 
came, porque sabia que eso inducia a la pequena a visualizar aberraciones que iban mas alia de 
la realidad, como era evidente por las preguntas que hacia y que nadie sabia contestar. Clara 


11 Isabel Allende, op. cit., pp. 11-12, in trad.: „$i-a oprit ochii pe Rosa, cea mai mare dintre fetele ramase in viafa, §i, ca de 
fiecare data, a ramas uimita. Frumusefea ei stranie avea darul de a o tulbura chiar §i pe maica-sa, parea facuta dintr-un 
material diferit de cel al rasei umane. Nivea §i-a dat seama ca nu finea de lumea asta inca dinainte de a o na§te, pentra ca a 
zarit-o in vis, de aceea nu a fost surprinsa de strigatul pe care 1-a scos moa§a cand a vazut-o. La na§tere Rosa era alba, neteda, 
fara zbarcituri, ca o papu§a de porfelan, cu parul verde §i ochii galbeni, faptura cea mai frumoasa care se nascuse pe pamant 
din timpurile pacatului originar, cum a spus moa§a inchinandu-se.” 

12 Idem, p. 13, in trad.: „Intre timp, il a§tepta fara a se plictisi, imperturbabila in gigantica sarcina pe care §i-o impusese: sa 
brodeze cea mai mare fafa de masa din lume. A inceput cu caini, pisici §i fluturi, dar foarte repede fantezia a pus stapanire pe 
munca ei §i a§a a ie§it la iveala un paradis de animale imposibile, pe care acul le zamislea sub privirile nelini§tite ale tatalui 
ei. Severo era de parere ca venise vremea ca fiica-sa sa se scuture de buimaceala asta §i sa coboare cu picioarele pe pamant, 
sa invefe cateva treburi casnice §i sa se pregateasca pentru mariti?, dar Nivea nu-i imparta^ea aceasta preocupare.” 

13 Isabel Allende, op. cit.. pp. 14-15, in trad. : „Pana in ziua aceea nu dadusera nume ciudafeniilor mezinei ?i nici nu le 
pusesera in legatura cu influenfele satanice. Le luau ca pe o trasatura caracteristica a fetifei, a?a cum Luis era §chiop sau Rosa 
frumoasa. Puterile mentale ale Clarei nu suparau pe nimeni ?i nu deranjau prea mult; se manifestau in general in chestiuni de 
important minora ?i in stricta intimitate a caminului. Uneori, la masa, cand erau a§ezafi cu tofii in sufrageria cea mare, in 
ordinea stricta a importanfei §i a rolului fiecaruia, solnifa incepea sa vibreze §i deodata prindea sa se deplaseze pe masa, 
printre pahare ?i farfurii, fara vreo sursa cunoscuta de energie sau vreun true de iluzionist. Nivea o tragea de coada pe Clara §i 
cu sistemul asta obfinea ca fiica-sa sa-§i abandoneze distraefia lunatica ?i solnifa sa redevina un obiect normal §i nemi^cator.” 
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era muy precoz y tenia la desbordante imaginacion que heredaron todas las mujeres de su 
familia por via materna.» 14 

indelungata tacere pe care Clara si-o impune dupa disparijia Rosei, departe de a-i 
provoca un dezechilibru emotional, de a o determina sa se insingureze, o ajuta sa dobandeasca 
o seninatate deplina, sa se purifice suflete§te. Atat tacerea mezinei, cat si puterile ei mentale 
sunt asociate unei stari de fapt, u§or neobi§nuita, de catre membrii familiei: «Entonces se deslizo 
hasta su cama, sintiendo por dentro todo el silencio del mundo. El silencio la ocupo enteramente 
y no volvio a hablar hasta nueve anos despues, cuando saco la voz para anunciar que se iba a 
casar.» 15 

Calitajile divinatorii ale Clarei se rasfrang §i asupra psihicului uman; capacitatea ei de a 
percepe o dimensiune extrasenzoriala, de a scruta viitorul o plaseaza la grani la dintre real si 
fantastic: «Los suenos no eran lo unico que Clara adivinaba. Tambien vela el futuro y conocla 
la intencion de la gente, virtudes que mantuvo a lo largo de su vida y acrecento con el tiempo.» 16 
Universul alternativ al Clarei este cladit pe un IIIon al antropomorfismului, al invocarii 
spiritelor, al unui timp si spajiu redimensionate: «Clara paso la infancia y entro en la juventud 
dentro de las paredes de su casa, en un mundo de historias asombrosas, de silencios tranquilos, 
donde el tiempo no se marcaba con relojes ni calendarios y donde los objetos tenian vida propia, 
los aparecidos se sentaban en la mesa y hablaban con los humanos, el pasado y el futuro eran 
parte de la misma cosa y la realidad del presente era un caleidoscopio de espejos desordenados 
donde todo podia ocurrir. Es una delicia, para mi, leer los cuademos de esa epoca, donde se 
describe un mundo magico que se acabo. Clara habitaba un universo inventado para ella, 
protegida de las inclemencias de la vida, donde se confundian la verdad prosaica de las cosas 
materiales con la verdad tumultosa de los suenos, donde no siempre funcionaban las leyes de 
la fisica o la logica.» 17 

Casa familiei Trueba, cunoscuta drept casa cea mare de pe colt, este, in realitate casa spiritelor. 
O intreaga suita de spirite ia in stapanire casa, in ciuda materialismului de neclintit al lui Esteban 
Trueba. 

De§i pentru Clara, natura real i tap i fizicc pare insondabila, ea Hind absorbita de fort a 
dimensiunii extrasenzoriale, luciditatea judecajilor ei de valoare nu poate sa nu surprinda: «Por 
su parte, Clara andaba para todos lados con su hija pegada a sus faldas, la invitaba a las sesiones 
de los viernes y la crio en estrecha familiaridad con las animas, con los miembros de las 
sociedades secretas y con los artistas miserrimos a quienes hacia de mecenas.» 18 


14 Idem, p.l 1, in trad. :„Clara statea langa maica-sa, care o strangea de mana nerabdatoare atunci cand discursul preotului 
Intarzia prea mult pe pacatele carnii, pentru ca §tia ca asta o facea pe copila sa vizualizeze ni§te aberapi care depa§eau cu mult 
realitatea, dupa cum se vadea din intrebarile pe care le punea §i la care nimeni nu §tia sa-i raspunda. Clara era foarte precoce 
§i avea imaginapa debordanta pe care au mo§tenit-o toate femeile pe cale materna.” 

15 Isabel Allende, op. cit., p. 41 , In trad.: „ Atunci s-a strecurat inpatul ei, simpind in ea toata tacerea lumii. Tacerea s-a 
instapdnitpe ea pi n-a mai vorbit decat dupa noud ani, cand a deschis guru ca sa spunci cd o sa se mdrite. ” 

16 Idem, p. 74, In trad. : „Visele nu erau singurele lucruri pe care le ghicea Clara. Vedea de asemenea viitorul §i cuno§tea 
intenpile oamenilor, calitap pe care §i le-a pastrat toata via^a §i care s-au accentuat cu trecerea timpului.” 

17 Isabel Allende, op. cit., pp. 78-79, in trad.: „Clara a trecut de copilarie §i a intrat in tinerete intre perepi casei, intr-o lume 
plina de pove§ti uimitoare §i taceri calme, unde timpul nu se masura cu ceasuri §i nici cu calendare, §i unde obiectele aveau o 
via^a proprie, fantomele se a^ezau la masa ?i vorbeau cu oamenii, trecutul §i viitorul faceau parte din acelap lucru, iar 
realitatea prezenta era un caleidoscop de oglinzi amestecate, in care se putea intampla orice. Pentru mine e o delectare sa 
citesc caietele de atunci, care descriu o lume magica §i disparuta. Aparata de asprimile viepi, Clara locuia intr-un univers 
inventat de ea, univers in care adevarul prozaic al lucrurilor materiale se confunda cu adevarul furtunos al visurilor §i unde 
legile fizicii sau logica nu fimcponau intotdeauna.” 

18 Idem, p. 124, in trad.: „In ce o prive§te, Clara mergea peste tot cu fnca-sa agatata de fuste, o chema la ^edinple de vineri ?i 
o cre?tea intr-o stransa familiaritate cu spiritele, cu membrii societaplor secrete ?i cu artipii sarantoci al caror mecena era.” 
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Tehnica literara a redactarii scrisorilor nu apare doar la Isabel Allende, dar in acest caz, capata 
o noua finalitate, aceea de a accentua rolul activ al scrisului in definirea individualitapi si 
adaugarea unui plus de complexitate operei, prin crearea unor texte in rama. 

3. Concluzii 

In viziunea lui Isabel Allende, scrisul desavarscstc identitatea personajelor; cele mai 
multe scriu in mod curent, fie ca marturiile lor iau forma unui jurnal sau a unor scrisori. Toate 
aceste scrieri converg spre descoperirea de sine §i valorificarea amintirilor. 

Personajele feminine din romanul Casa spiritelor sunt descrise ca fund incapabile sa 
exprime propria variants a adevSrului sau sa vorbeascS nestingherit despre viata lor, din cauza 
autoritSjii opresive a ambientului patriarhal in care trSiesc. Ca urmare a acestei realitafi, scrisul 
le oferS ocazia sa isi gSseascS adevSrata voce narativS. 

Casa spiritelor rcuncstc mai multe linii de forja: abordeazS schimbSrile §i complicapile 
inerente statutului de exilat, sentimentul apartcnentci unui anumit loc, granitele pe care le trece 
cel care pleacS de-acasS, puterea terapeuticS a scrisului, valoarea pe care o dobandeste arta de 
a scrie, transpusa intr-o modalitate de a infrunta trecerea timpului si de a afirma identitatea 
spirituals. 

In Casa spiritelor, scrisului i se confera atat semnilicatia unei profesiuni de credinja, a 
unui liant al mai multor generajii, decantand permeabilitatea constiintclor, cat §i valoarea unui 
catalizator al labirintului cvcnimenpal, configurat de trecerea intricata a timpului. 
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Abstract: Art history has asserted the idea that Pre-Rciphaelitism is a matter of artistic individualities, 
missing to regard it as a particularity of a series of works. Accordingly, the appellation came to 
encompass the whole range of works belonging to the Pre-Raphaelite artists, for reasons extrinsic to 
artistic analysis, such as the mere fact that, for instance, those artists belonged, at a certain moment in 
their lives, to the Pre-Raphaelite Brotherhood. 

With these in view, it is worth mentioning that the early members of the Pre-Raphaelite Brotherhood 
either developed artistic practices that were no longer congruen t with the notion of Pre-Rciphaelitism, 
at least, in the case of Millais and Dante Gabriel Rossetti, or repeated themes that had their origins in 
the period of the early period of the Brotherhood, in the case of William Holman Hunt. Meanwhile, Pre- 
Raphaelitism may also be considered an all-pervasive characteristic of the work of a large 
number of artists, who practiced the style, although did not embrace a permanent Pre- 
Raphaelite identity. 

Keywords: Pre-Raphaelitism, painters, artistic development, artistic individualities, Pre-Raphaelite 
identity 


Various art critics in the nineteenth and twentieth centuries used to consider that Pre- 
Raphaelitism should be regarded as a characteristic of a series of artistic individualities and not 
as a particularity of a series of art works. In accordance with such assertions, the appellative 
broadly circumscribed a whole range of paintings belonging to artists patterned as Pre- 
Raphaelite; unfortunately, such encompassing did not consider artistic analysis and brought 
together a diversity of paintings that did not share common grounds. Meantime, the Pre- 
Raphaelite Brotherhood artists approached different paths after the dissolution of their 
association. 
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1. John Everett Millais, Stella, 1868, 
Manchester Art Gallery, United 
Kingdom 


Millais’s later work was perceived as a 
total switch from his previous practice: he 
approached broader brushwork, considered 
to have been determined by the slow Pre- 
Raphaelite brushing technique, which 
prevented him from working faster, and harmonious colours ( The Blind Girl - 1856, Autumn 
Leaves - 1855-6), so that art historians concluded that his later paintings became fashionable 
and productive, distancing from the Pre-Raphaelite identity. Nonetheless, although his work 
appeared to have lost its Pre-Raphaelite characteristics, it is worth mentioning that, during the 
1860s, Millais continued to take part in various projects and to initiate others and he is 
considered to have been the promoter of a new interest in the fine and decorative arts of the 
century. Millais’s shift to an elegant and ease touch ( Stella - 1868), which reminded of 
Reynolds and Gainsborough, was the equivalent of a revival style that is considered important 
for the late-Victorian category of grand-manner portraiture (John Singer Sargent). Twenty-first 
century critics appreciate that the new interest in the work of Reynolds and Gainsborough, in 
Georgian furniture and porcelain has its origins in the revivalism of the 1860s, whose central 
figure was Millais. 

William Holman Hunt, on the other hand, appeared to repeat themes that had their origins 
in the period of the early Pre-Raphaelite Brotherhood ( The Shadow of Death - 1870-73, 
considered as a reworking of Millais’s Christ in the House of His Parents). In his 
autobiography, Hunt asserted that he continued to observe the original goals of the Pre- 
Raphaelites; according to art historians, his later work preserved as a stylistic device the Pre- 
Raphaelite minute observation, while approaching religious subjects. Unlike Millais, Hunt 
continued to use the time-consuming practice of painting of the early Pre-Raphaelites; 
nonetheless, his later paintings, as Millais’, were both popular and lucrative. For his biblical 
pictures, Hunt travelled to Palestine and Egypt, starting from 1854, and he brought Pre- 
Raphaelite close observation to its ultimate limit ( The Scapegoat - 1854-6). 
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[ 2. William Holman 

Hunt, The Scapegoat, 1854-6, National Museum Liverpool, United Kingdom 


It has been stressed that the notion of Pre-Raphaelite identity determined the emerging of a 
division between the early members of the Brotherhood and the tangential (Ford Madox Brown) 
or later members (Joanna Boyce, Simeon Solomon), who were seen as “less” Pre-Raphaelite. 
Yet, Pre-Raphaelitism may be considered, in fact, as an all-pervasive characteristic of the work 
of a large number of artists, who practiced the style, although did not embrace a permanent Pre- 
Raphaelite identity (for instance, Philip Hermogenes Calderon’s Broken Vows - 1856). 
(Prettejohn, 2007: 117) 

During the second stage of Pre-Raphaelitism, a lot of artists connected with the Pre- 
Raphaelite circles looked for exhibition alternatives outside the Royal Academy, protesting 
against the supremacy of the Academy. They started organizing their own exhibitions by 1857, 
when seventy-one works were displayed in Russell Place and included works by Ford Madox 
Brown {An English Autumn Afternoon, The Last of England), Dante Gabriel Rossetti {The Blue 
Closet - 1856-7), and Elizabeth Siddall. 

The following year, William Michael Rossetti organized, in collaboration with the art dealer 
Earnest Gambart, a travelling exhibition in America, 
which was not confined only to the Pre-Raphaelite art. 


Philip Hermogenes Calderon, Broken Vows, 
1856, Tate, London, United Kingdom 
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Between 1859 and 1861, several private exhibitions were held at Hogarth Club, whose main 
promoters were associates of the Pre-Raphaelite group. The Club showed the first works of 
Bume-Jones ( The Knight’s Farewell - 1858, Going to the Battle - 1858 and Sir Galahad - 
1858), Dante Gabriel Rossetti’s works in the newly approached style ( Bocca Baciata - 1859) 
as well as the new pictorial exploits in the representation of women figures made by various 
artists. 


4. Dante Gabriel Rossetti, Bocca Baciata, 1859, Museum of 
Fine Arts, Boston, United States of America 


In 1865, a gallery in Piccadilly organized a Ford Madox 
Brown retrospective which, at the time, represented the 
beginnings of such a practice and gathered about one hundred 
works, mainly borrowed from the collectors who previously 
bought them. The exhibition was accompanied by a 
catalogue of the collection and the artist also displayed his 
painting called Work (1852-65), meant as a climax of the showing and considered the most 
thorough Pre-Raphaelite scene of modern life. 




5. Ford Madox Brown, Work, 1852-63, Manchester Art Gallery, United Kingdom 
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Such a busy entrepreneurial activity was unparalleled both in England and in continental 
Europe, where the first Impressionist exhibition was organized in 1874. After 1865, the Pre- 
Raphaelites seemed to have ceased setting up art shows; nonetheless, new organizers started 
exhibiting art works in London: Dudley Gallery, established in 1865, or Grosvenor Gallery, 
owned by Sir Coutts Lindsay, a friend of the early Pre-Raphaelites, who founded it in 1877. 
Many of the artists who showed their works at the new galleries were either pupils or followers 
of the artists that were connected with the Pre-Raphaelite group. For instance, Lucy Madox 
Brown, Catherine Madox Brown, and Oliver Madox Brown (Ford Madox Brown’s children) 
and Marie Spartali formed a group that practiced in Brown’s studio, while another group 
included Edward Clifford, Robert Bateman, and Walter Crane, who were the pupils of Burne- 
Jones. 

The younger artists seemed to have emulated their mentors in their rejection of exhibiting at 
the Royal Academy and in learning and practicing outside the institutional structures of the 
Academy schools. It is worth mentioning that, after 1853, Ford Madox Brown stopped showing 
at the Royal Academy and Dante Gabriel Rossetti used to show only in private settings. During 
the 1860s, Burne-Jones showed at the Old Water-Colour Society and, after he left it, in 1870, 
he only sporadically exhibited at the Dudley. In 1877, he came again to public attention, on the 
occasion of the first exhibition of the Grosvenor Gallery, where he showed eight large oils. That 
was the moment when Burne-Jones came out as the leader of the new art school that included 
Walter Crane (Renaissance Venus - 1877), John Roddam Spencer Stanhope (Love and the 
Maiden - 1877), Evelyn Pickering (Ariadne in Naxos - 1877), and John Melhuish Strudwick 
(Isabella - 1879). Critics considered that the members of the new school had a common interest 
in the early Italian art, so that they were seen as related to the early Pre-Raphaelite Brotherhood. 
One of those who supported such a connection was Henry James, who asserted the idea that the 
“square-jawed, large-mouthed female visage”, associated with Burne-Jones’s work, essentially 
belonged to the “English pre-Raphaelite school five-and-twenty years ago imported from early 
Florence to serve its peculiar purposes. It has undergone various modifications since then, and 
in Mr. Bume-Jones‘s productions we see its supreme presentment”. Nonetheless, twenty-first 
century art theorists and critics showed that the new women figures were experienced between 
later 1850s and 1860s, namely after the climactic moment of the Pre-Raphaelite Brotherhood. 



Other critics of the time (Frederic 
George Stephens, in The Germ, 1850) considered that, contrary to the Pre-Raphaelite 
Brotherhood, which revived the principles of the early Italian art not from the Italian artists but, 
according to their example, from nature itself, the members of the group exhibiting at Grosvenor 


6. Edward Bume-Jones, Sir Galahad, 
1858, Harvard Art Museum, United 
States of America 
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Gallery explicitly derived their works from the early Italian artists such as Botticelli, Piero della 
Francesca and Mantegna. It is important to mention that, in the 1870s, the Italian artists 
previously cited had scarcely been known by the art historian and connoisseurs, so that the 
Grosvenor group appeared to have brought back unconventional styles. 

Certain Victorian critics understood the opposite manner according to which earlier art was 
approached by the Pre-Raphaelite Brotherhood and the Grosvenor group: while the artists of 
the first stage of Pre-Raphaelitism had as a common goal the revival of the earlier art through 
‘primitive’ innocence, the later group envisaged to attain the same goal through studied 
methods. ( The Times , 1877) 

By the end of the nineteenth century and the beginning of the twentieth, a certain yearning 
for Pre-Raphaelitism could already be perceived. The art of Kate Bunce ( The Keepsake - 1901), 
Maxwell Armfield (Self Portrait - 1901), Frank Cadogan Cowper (St Agnes in Prison - 1905), 
John Byam Liston Shaw (Boer War, 1900 - 1901) appears as a Pre-Raphaelite revival. 
According to the opinions of modem critics, Pre-Raphaelitism continued to have an impact on 
the twentieth-century art, owing to the works of Stanley Spencer and to the 1940s - 1950s Neo- 
Romantics, who set forth the British character of their art, in opposition to the modem French 
styles. 


7. Kate Elizabeth Bunce, The Keepsake, 
1898-1901, Birmingham Museum and 
Art Gallery, United Kingdom 
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8. Maxwell Ashby Armfield, Self-Portrait, 
1901, Birmingham Museum and Art 
Gallery, 

United Kingdom 

It has been asserted that in an art world 
where the French and the American modem 
trends strove to innovate, the English groups 
appeared to stand for the need to slow down 
innovating. Meanwhile, as modern art is 
generally considered to have started with 
Manet, in the mid-nineteenth century, this 
basic idea seems to have directed the whole 
criticism of the twentieth century regarding 
the Pre-Raphaelites. Accordingly, most art 
historians perceived the Pre-Raphaelites as opposing to the French trend, neglecting that a 
similar movement could have as protagonists the Pre-Raphaelites, during a period 
approximately matching that of the French currents, and transgressing British insularity. 
(Prettejohn, 2007: 129-30) 
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Abstract: Our paper aims to analyse several images and symbols specific to the Labyrinth of Greek 
mythology as well as some of the mandala representations of Hindu tradition re-written, as they appear, 
in Mircea Eliade’s and Michel Tournier’s fictional works. Our endeavor is a mythological approach 
and analytical abysmal. The Labyrin th and the mandalas are represen tations of a major initiatory trial 
of the man’s convoluted psychological and spiritual journey, towards the center, towards his Self. 
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Avant de commencer notre analyse, il nous importe de rappeler brievement l’histoire 
antique du dedale afin de retracer quelques significations du labyrinthe pour voir comment 
fonctionnent ces isotopies dans les oeuvres des ecrivains etudies. Les mythes grecs racontent 
que Minos, le roi de Crete, a demande a Dedale de construire le Labyrinthe pour emprisonner 
le Minotaure, creature etrange, contrariant Tordre naturelle de la cite, nee de l’union anormale 
de la reine Pasiphae et d’un des taureaux de Poseidon. La vie paisible de la Crete etait 
bouleversee par cette apparition monstrueuse, crainte pour son appetit indomptable pour la chair 
jeune car il exigeait periodiquement coimne nourriture de jeunes gens cretois. 

Le prince Thesee se charge de couper court a cette anomalie monstrueuse. L’isotopie 
du monstrueux se realise a deux niveaux differents: le Minotaure et le Labyrinthe. La relation 
qui s’etablit entre ces deux entites est une relation d’inclusion, pas de contigui'te. Un monstre 
en contient un autre. Pour vaincre, Thesee aura besoin de deux armes infaillibles, chacune dans 
son registre : la hache et la pelote. Si la hache releve du cote masculin (son symbolisme 
phallique est evident), la pelote est le reflet du cote feminin (elle vient de la princesse Ariane). 
Une interpretation junguienne aboutira a conclure que pour vaincre, le heros doit reunir en soi 
les deux principes contraires, le masculin et le feminin, afin de realiser le processus 
d’individuation, l’etat d’androgyne. Dans la perspective de la logique mythologique, le 
Minotaure et le Labyrinthe sont deux actualisations symboliques du Chaos, deux hypostases 
differentes mais complementaires. La structure hybride du monstre - mi-homme, mi-animal - 
et son action malefique, destructurante et destructive font du Minotaure un symbole fort du 
Chaos. A son tour, le Labyrinthe represente une actualisation, une « variante » de 1’invariant 
archetypal Chaos. A le regarder du dessus, il a Fair d’un immense serpent deploye, monstre 
primordial regnant sur un espace, conduit par une seule regie : l’absence d’ordre, done des lois. 
Pour en conclure, le dedale est une actualisation de l’etat primordial de desordre. Les trajets 
sinueux et trompeurs engendrent le desespoir extreme, la panique, l’angoisse, la solitude 
accablante. Le psychisme de celui qui y entre pourrait etre facilement destructure par le manque 
de reperes. Les carrefours imprevisibles ou l’on doit prendre une decision et operer un choix 
parmi d’autres possibles, l’egarement, la peur permanente issue de la rencontre probable avec 
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le monstre, la reclusion, la solitude ont comine effet, dans un premier temps, la mort 
psychologique du sujet. Puis, il suit la destruction physique et l’aneantissement accomplis par 
le Minotaure. 

Gilbert Durand, lors du colloque Permanences et metamorphoses du labyrinthe, affirme 
que le labyrinthe n’est pas un mythe, il n’est qu’un mytheme, un fragment significatif du mythe 
qui participe a la structuration des mythes du Minotaure et du Dedale. L’acte de Thesee est lui 
aussi un mytheme, car il reactualise le moment zero de Thistoire mythique : la premiere 
confrontation entre le principe de TOrdre (le Demiurge) et le principe du Chaos (le Monstre 
primordial). Mythologiquement parlant, la domination du monstre par le Demiurge est un acte 
de cosmogenese, le Chaos ordonne devient Cosmos. Dans cette vision mythologisante, la mort 
du Minotaure et la maitrise du dedale sont absolument necessaires. Autrement cette presence 
« chaotique » pourrait courir le risque de contaminer Tordre de la cite. La pelote est un 
paradigme du labyrinthe renfermant une infinite de possibles. Et en meme temps, elle represente 
une cle permettant l’acces a tout dedale et surtout le retour certain de toute structure pareille. 
Par le deroulement, le fil marque le chemin necessaire au retour, dans une infinite de possibles. 
Le Labyrinthe est loin d’epuiser son potentiel meurtrier meme apres la mort du Minotaure. Tout 
profane qui y entre, risque d’etre englouti par cette structure chaotique. 

Paulo Santarcangeli, dans son ouvrage 1 destine a l’etude du labyrinthe, revele que ces 
trajets complexes sont decelables dans les couloirs d’acces de certaines grottes prehistoriques 
qui fonctionnaient comme des sanctuaires et son association a la caverne, espace de revelation 
du sacre, montre que le labyrinthe, la voie sinueuse et transformatrice, doit a la fois permettre 
l’acces au centre par un parcours initiatique et l’interdire a ceux qui n’ont pas les competences 
requises pour une telle experience. Le labyrinthe renferme un potentiel ambivalent: pour le 
neophyte, il represente un espace initiateur, pour l’intrus il se transforme en systeme de defense 
de quelque chose de tres precieux. Pour toute intrusion, il fonctionne comme un espace 
protecteur et camouflant qui delimite fermement deux registres ontologiques : le profane et le 
sacre. En tant que symbole du systeme de defense, il annonce l’existence de quelque chose de 
nature numineuse, sacree qui exige d’etre protege. 

Eliade montre 2 que les rituels labyrinthiques sur lesquels se fonde le ceremonial 
initiatique ont juste pour objet d’apprendre au neophyte la maniere de penetrer, sans s’egarer 
dans les espaces de la mort consideres comme passage vers une autre dimension existentielle. 
Le centre, protege par les voies alambiquees, est reserve a l’initie, a celui qui a travers les 
epreuves speciales se sera montre digne d’acceder a la revelation du secret. Il s’agit d’une 
initiation dans les mysteres et le savoir acquis de cette maniere est une gnose. La transformation 
du neophyte suppose la mort et la renaissance, il doit quitter une condition moins adequate, 
mourir symboliquement, pour renaitre dans une condition renouvelee et done plus adequate. 
Aussi les rites sont-ils, simultanement, mysterieux et terrifiants, car le heros se retrouve face a 
face avec le numineux ou, selon le cas, avec son soi-meme. Une fois parvenu au centre, le heros 
est consacre, impregne du secret, il appartient deja a un autre niveau ontologique. 

« D’une certaine maniere, l’experience initiatique de Thesee dans le labyrinthe de Crete 
equivalait a la recherche des Pommes d’or du jardin des Hesperides ou de la Toison d’or de Colchide. 
Chacune de ces epreuves se ramenait en langage morphologique a penetrer victorieusement dans un 
espace difficilement accessible et bien defendu dans lequel se trouvait un symbole plus ou moins 
transparent de la puissance, de la sacralite et de rimmortalite 3 » 

Objet seduisant 1’imagination, le labyrinthe est un symbole retrouvable, a part l’espace 
europeen (qui a subi les influences culturelles de la Grece antique) aussi de la Laponie au 
Mexique jusqu'a l’Inde. Eliade voyait un rapprochement evident entre le labyrinthe et le 


1 Paolo Santarcangeli, Cartea labirinturilor. Editions Meridiane, Bucuresti, 1974 

2 Mircea Eliade, Drumul spre Centru, Editions Univers, Bucarest, 1991 

3 Mircea Eliade, Traite d’histoire des religions, Payot, 1990, p.321 
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mandala qui suppose le meme aspect tortueux, un parcours parseme des dangers qui comporte 
une figuration d’epreuves initiatiques discriminatoires prealables au cheminement vers le centre 
cache. 

« L’insertion du neophyte dans un mandala peut etre homologue a 1’initiation par penetration dans un 
labyrinthe, certains mandalas ont, du reste, un caractere nettement labyrinthique. La fonction du mandala peut etre 
consideree comme etant pour le moins double, tout comme celle du labyrinthe. D’une part, l’insertion dans un 
mandala dessine sur le sol equivaut a un autre rituel d’initiation ; d’autre part, le mandala « defend » le neophyte 
de toute force exterieure nocive, et l’aide en meme temps a se concentrer, a trouver son propre centre 4 .» 

En tant que source de transformation, 1’experience des protagonistes qui penetrent dans 
le labyrinthe s’apparente a 1’experience des adeptes bouddhistes qui emploient le mandala en 
tant qu’exercice spirituel. Giuseppe Tucci montre 5 que le mandala est un psychocosmogramme, 
representation symbolique des energies et du fonctionnement de l’univers en interaction avec 
notre fonctionnement psychique. Le mandala represente : 

« l’univers entier dans son schema essentiel, (...) c’est l’univers en tant qu’etendue spatiale inerte mais 
aussi en tant que revolution temporelle, et l’une et l’autre considerees comme un processus vital se deroulant a 
partir d’un principe essentiel, tournant autour d’un axe central, I ’axis mundi » 6 . 

Soulignons la vision exhaustive, spatio-temporelle de la representation mandalique, 
tandis que la representation labyrinthique, telle qu’elle apparait dans la tradition d’origine 
grecque est exclusivement spatiale. 

Le mot qui designe en tibetain le mandala, kyil-khor, reunit deux opposes : centre- 
peripherie. Le cercle comprend l’existence des deux elements fondamentaux qui le definissent 
en tant que tel. Le centre et la peripherie definissent la realite circulaire. Dans le bouddhisme 
tibetain, ce centre, ce milieu mysterieux difficilement representable, reunit le commencement 
et la fin de tout ce qui existe. Le mandala est simultanement une carte de l’univers et du paysage 
interieur de Fame humaine. En suivant les trajets inscrits dans un mandala, le neophyte est 
conduit par ce parcours sur le chemin de l’eveil. Le labyrinthe et le mandala sont des structures 
qui symbolisent, dans un espace restreint, le parcours transformateur, tellement long et tortueux 
de toute initiation. Ils represented a la fois une Imago mundi 7 et un « psychocosmogramme », 
pour reprendre la terminologie de Tucci. D’une fai^on generale, le labyrinthe represente le 
voyage psychique et spirituel que l’homme doit accomplir a 1’interieur de lui-meme a travers 
les epreuves et tous les motifs d’egarement afin de trouver son propre centre, l’image de son 
Soi. Le coeur du labyrinthe est souvent desert de sorte que le centre symbolise plenitude et vide, 
representation de la reunion des contraires, coincidentia oppositorum. Selon Jung, par la 
contemplation et la concentration, le mandala a pour fonction d’attirer intuitivement l’attention 
sur certains elements spirituels afin de favoriser leur integration consciente dans la 
personnalite. 

Chez Eliade le labyrinthe apparait en tant que theme explicite autant dans ses ouvrages 
scientifiques que dans sa litterature. Qu’il se montre extremement interesse au symbolisme du 
labyrinthe, le prouve son intention avouee dans son Journal d’ecrire une etude approfondie sur 
le labyrinthe, le mandala et les rites initiatiques. 

« Je relis (...) toutes les remarques que j’avais notees en marge sur le labyrinthe. Je projetais alors -c’etait 
en mai 1940- d’ecrire un livre —Anthropocosmos. J’avais reuni beaucoup de materiaux, je crois que j’avais compris 
comment il fallait poser le probleme pour degager la signification profonde et la solidarity structurale de tous ces 
symboles, rites, croyances en rapport avec le labyrinthe, le mandala 8 ... » 

Son projet d’ecrire cet ouvrage n’a jamais ete mene au bout, mais son interet sur ce sujet 
s’est transforme en differents chapitres apparaissant dans plusieurs ouvrages : le huitieme 


4 Mircea Eliade, Images et symboles, Gallimard, Paris, 1952, p.67 

5 Giuseppe Tucci, Theorie et pratique du mandala, Fayard, Paris, 1974, traduction de Titalien par H.J.Maxwell 

6 Ibidem, p.31 

7 Mircea Eliade, Images et symboles, Gallimard, Paris, 1952, p.67 

8 Mircea Eliade, Fragments d’un journal, tome I, Gallimard, Paris, 1973, p.22 
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chapitre des Mythes, reves et mysteres, le chapitre quarante du premier tome de 1 ’Histoire des 
croyances et des idees religieuses, dans des articles scientifiques. Parfois le labyrinthe est 
associe a la caverne ou a la descente aux enfers. Dans le volume d’entretiens avec Henri Claude 
Rocquet, il fait de nombreuses references au symbolisme du labyrinthe et de commun accord 
avec son interlocuteur, le livre recevra le titre L ’Epreuve du labyrinthe. A part cette recurrence 
thematique, le labyrinthe est aussi un element important de la biographie de 1’ auteur car, 
demande sur le sens qu’il donne au labyrinthe, Eliade repond : 

« Penetrer dans le labyrinthe peut etre un rituel initiatique comme on le voit dans le mythe de Thesee. Ce 
symbolisme est le modele de toute existence qui, suite a de nombreuses epreuves se dirige vers son propre centre, 
vers soi-meme. Atman - pour utiliser un terme hindou. J’ai senti plusieurs fois etre sorti du labyrinthe ou avoir 
trouve le fil. Je ne me suis pas evidemment dit : «je me suis perdu dans le labyrinthe » mais a la fin, j’ai eu le 
sentiment d’etre sorti vainqueur. Chacun a connu cette experience. Mais il faut encore ajouter que la vie n’est pas 
faite d’un seul labyrinthe. L’epreuve se renouvelle 9 » 

Dans le roman Foret interdite, presque tous les personnages sont soumis a l’epreuve du 
labyrinthe, ce mytheme etant actualise par differentes isotopies : quete ontologique, confusion, 
egarement, prison, histoire, temps, guerre, mort, foret, existence terrestre sans reperes 
transcendantaux, existence spirituelle dont le sens est denature etc. Compte tenu de leur 
attitude devant l’epreuve que 1’existence leur presente, les personnages sont soit tout a fait 
conscients de l’ordalie qu’ils doivent subir, soit inconscients, prisonniers d’une existence 
depourvue de sens, aveugle et contingente ce qui symbolise l’egarement ontologique, la 
deambulation sterile, sans espoir, dans le dedale. Parmi les personnages appartenant a la 
premiere categorie, il y en a qui reussissent a aboutir au Centre ( Stephane, Irina, Birish), il y 
en a qui echouent lamentablement ( Catalina, qui se conduit dans la vie selon les preceptes de 
la philosophic bouddhiste, persuadee que le monde est maya, illusion, meurt fusillee, dans la 
rue, lors de la seconde guerre mondiale, dans des circonstances stupides qui refusent toute trace 
numineuse); d’autres personnages ne s’interessent qu’aux significations philosophiques des 
evenements mais le denouement de leur epreuve du labyrinthe est different: Birish, le 
philosophe agnostique qui au debut faisait une interpretation heideggerienne et hegelienne de 
l’histoire et des evenements, meurt en prison, torture par la police secrete communiste, mais 
illumine comme un martyr chretien. Par cette experience profondement transformatrice, il 
atteint le Centre. Ciru Partenie l’ecrivain philosophe qui lors de sa vie s’est montre opaque aux 
mysteres irradiant de 1’existence - il s’interesse aux mythes en tant que litteraire, de maniere 
strictement esthetique - meurt betement, fusille, confondu par les agents de police avec 
Stephane, suspecte d’etre legionnaire. Ensuite, il y a les personnages qui per^oivent plus ou 
moins clairement la dimension divine du monde, mais qui en denaturent gravement le sens et 
parviennent irremediablement au demonisme, tels Vadastra et Bursuc. Il y a enfin la grande 
masse de personnages ignorants qui deambulent inconsciemment dans les chemins de leur vie, 
rnenes par des besoins strictement materiels, horizontaux. L’arrivee au Centre ne sera permise 
qu’a quelques-uns et il n’y en aura pas beaucoup. 

Le labyrinthe est aussi un symbole de la vie profane qui se deroule sans tenir compte 
des reperes transhistoriques. Il peut devenir, en meme temps, un symbole de l’histoire 
personnelle et du destin. De ces significations principales, il en resulte des significations 
secondaires : l’absurde des evenements, la routine, la repetition aberrante, l’egarement. Quand 
Stephane vit ces elements en tant qu’epreuves initiatiques, il reussit a les surmonter. 

L’issue du labyrinthe confere du sens a cette structure sinueuse. Si l’entree dans le 
labyrinthe est un rituel initiatique, la sortie commence par le deplacement vers le Centre qui 
represente le sacre, la realite absolue, dans le registre mythologique, ou le Soi, dans le registre 
de l’analyse junguienne. Le sens metaphysique et le sens religieux coincident. Car l’issue est 
poli semantique : elle delie le mystere, elle libere l’homme d’un inconnu accablant, elle permet 


9 Mircea Eliade, L ’Epreuve du labyrinthe. Editions du Rocher, Paris, 2006, p.211 


268 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


l’acces dans un mystere qui confere du sens aux evenements apparemment absurdes. Stephane, 
emprisonne dans un camp pour avoir abrite un legionnaire, sombre dans une depression noire 
qui traduit le labyrinthe physique de la prison. II guerit au moment ou il se rend compte « qu’on 
peut sortir du labyrinthe », quand il a la revelation de la signification finale du labyrinthe, qui 
est la sortie. 

« Je suis sorti du labyrinthe, recommen?a Stephane d’une voixplus detachee, j‘ai compris que cette sphere 
qui me semblait illimitee et inaccessible, etait en fait brisee en beaucoup d’endroits. Mais evidemment, je ne me 
rendais pas compte au debut qu’elle etait brisee et qu’a travel's tous ces trous on pouvait sortir, que chaque trou 
etait une fenetre. On pouvait n’importe quand, sauter dehors par la fenetre 10 » 

Stephane Viziru se represente Texistence en tant qu’egarement dans le labyrinthe ou il 
reussit a trouver la sortie, signe d’etre parvenu au centre. Pour lui, l’accident qui le jette dans 
l’abime (les noces-mort) a la valeur du retour au Centre car la mort est la rupture de niveau 
ontologique absolue. Pour Adrian (Chez Denys, en sa cour) Tascenseur devient centre, pour 
Pandele {Dix-neuf roses) le centre est la cabane de la foret. Zaharia Farama {Le Vieil homme et 
Vofficier ) fixe son centre dans la rue de Mantuleasa, endroit mythiquement projete dans une 
longue serie de recits. 

Arrete par la securite, apres avoir essaye de passer illegalement la frontiere des que le 
regime communiste s’etait installe a Bucarest, Birish fait a son tour l’experience du labyrinthe 
par sa mise en cause absurde, son emprisonnement et le traitement tortionnaire dont il est la 
victime innocente. 

L’experience transformatrice subie par Taor est pareille a celle de Birish. Le prince 
indien fascine par le gout du rahat-loukoum qui part a la recherche de sa recette vers le soleil 
couchant, par les epreuves dures que la vie le fait passer, s’inscrit dans le meme semantisme 
dramatique que celui qui definit 1’existence de Birish. On dirait deux martyrs chretiens. 
D’ailleurs dans leur evolution, il y a quelques elements communs definissant leurs destinees. 
Birish, professeur de philosophic croit avoir tous les instruments necessaires qui lui permettent 
de comprendre le monde, de le prendre en possession par des moyens intellectuels, ce qui 
symboliquement pourrait se traduire par la maitrise du monde. Le prince Taor par son 
ascendance royale, dispose des instruments du pouvoir hierarchique a memes de pouvoir 
instaurer une relation de maitrise de son royaume. Dans un contexte historique tout a fait 
absurde et inhumain, ils arrivent a faire l’experience de la reclusion dans un espace vraiment 
infernal, symbole du dedale, surveilles par des gens qui sont devenus les agents du mal: Birish 
est mis en cause et emprisonne pour l’imaginaire faute d’etre le « messager » des partisans 
organises dans les Carpates contre le nouveau regime instaure, pour avoir voulu quitter la 
Roumanie sovietisee et se sauver en France, Taor se fait emprisonner par les Sodomites ( le 
symbolisme de l’espace infernal est transparent) a la place de quelqu’un d’autre, pour sauver 
un caravanier insolvable, ayant femme et enfants. 

Dans l’espace infernal de la reclusion, la prison {Foret interdite) respectivement les 
mines de sel {Gaspard, Melchior et Balthazar), les valeurs changent de signe et s’inversent: 
des gens qui sont inferieurs aux personnages de Birish et de Taor, soit par leur qualites humaines 
ou par leurs competences intellectuelles, soit par leur naissance et leur caractere, deviennent 
« maitres » de leur liberte exterieure, ils disposent de leurs vies comme ils veulent, les humilient 
et leur appliquent des punitions terribles. Et pourtant cet espace infernal de la decheance ne 
reussit pas a contaminer et a pervertir ce qu’on appelle la liberte metaphysique des deux 
personnages, l’espace du dedans. Il n’y a pas forcement une relation de causalite entre 
1’evolution spirituelle et le confort procures par un lieu : Adam et Eve ont ete dans le paradis et 
ils sont tombes, Lot a vecu a Gomorrhe et pourtant il a ete sauve. Et n’oublions pas le bon 


10 Mircea Eliade, Foret interdite , Gallimard, Paris, 1955, p.222 
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nombre d’anachoretes qui ont deliberement recherche Tespace hostile afin de sublimer leurs 
vecus et d’approcher le numineux. 

Le theme du labyrinthe est recurrent dans T oeuvre eliadienne, il apparait de maniere 
explicite ou « camouflee » dans sa prose fantastique, le plus souvent ayant affaire a une 
actualisation mandalique, qui suppose l’epreuve des dimensions spatio-temporelles. 
L’actualisation de ce mytheme se realise sous la forme de la foret, du jardin, du voyage dans le 
temps, du voyage entre vie et mort, de la narration mythique labyrinthique, de l’amnesie. 

La foret de la nouvelle Andronic et le serpent se remarque par sa structure labyrinthique, 
par sa capacite de faire egarer, dans le registre mysterique, le groupe de bucarestois desireux de 
se relaxer a la campagne. Andronic conduit lui-meme ce periple initiatique, qui prend les 
apparences d’un jeu dans ce Mandala forestier. Le but de sa demarche est de faire sortir du 
groupe les elus, ceux qui ont du potentiel a subir la rupture de niveau ontologique en sublimant 
leur existence par une epreuve initiatique et d’eliminer les natures opaques aux mysteres, tels 
Liza, Stamate, le capitaine Manoila. 

Dans la nouvelle Dayan 1’initiation du heros se realise, tout comme dans le cas des 
personnages Stephane Viziru {Foret interdite ) et Abel Tiffauges {Le Roi des Aulnes) par le 
parcours d’un labyrinthe des signes. Ce parcours semantique alambique est entame par la 
rencontre du heros avec Ahasverus, dans un temps sacre, a meme de faire apparaitre des 
epiphanies, une veille de la Saint Jean. La rencontre avec le Juif errant s’est passee, dans un 
premier temps, au niveau fictionnel, par la lecture du roman d’Eugene Sue, Le juif errant, 
douze ans auparavant, toujours une nuit de la Saint Jean. L’aventure spirituelle commence un 
apres-midi d’ete ou il rencontre apparemment par hasard Ahasverus. Chemin faisant ensemble, 
a un moment donne, passant devant une maison ancienne, impressionnante mais qui avait Fair 
de ne pas etre habitee, Dayan rccoit l’invitation du Juif d’y entrer. Cet espace projette le couple 
maitre - neophyte dans une autre dimension ou la comprehension du Temps, des rythmes qui 
gouvement le monde sensible, est possible. Si ce periple commence de maniere inoffensive, en 
entrant dans une maison, en la parcourant piece apres piece, d’apres un savoir secret dont le 
seul connaisseur est le Juif errant, il se transforme en trajet labyrinthique et l’espace et le temps 
deviennent labyrinthe. Ahasverus lui-meme l’appelle de la sorte : 

« Je te repondrai des qu’on aura trouve un endroit paisible oil nous pourrons parler tranquillement. Mais 
sortons d’abord de ce labyrinthe 11 » 

F’acces au Centre, confere a Dayan deux competences transhumanines : l’une de nature 
hermeneutique, dechiffrer le langage cache sous les apparences les plus anodines, l’autre de 
nature existentielle, pouvoir accomplir sa destinee de mathematicien genial. 

Un episode d’egarement labyrinthique vit aussi Zaharia Farama, le heros du roman Le 
vieil homme et l ’officier. Sauf les labyrinthes spatiaux proprement dits qui apparaissent dans le 
roman : les rues bucarestoises, les caves remplies de signes, la prison ou le narrateur est 
enferme, Zaharia Farama, en maitre Dedale, construit et de-construit avec patience des 
narrations-labyrinthes ayant la fonction d’occulter et de reveler simultanement, dans la bonne 
logique eliadienne ; dans une demarche mystagogue, il y egare deliberement ses locuteurs, afin 
qu’il les soumette a des epreuves. Mais les enqueteurs de la police secrete communiste ne 
semblent pas avoir les capacites requises pour percevoir les dimensions sacrees, occultees sous 
les couches narratives. Prisonniers de leur reductionnisme mental et existentiel, ils ne sont pas 
capables de surmonter ces epreuves et de decouvrir ce qu’il y a au-dela des evenements racontes 
par Farama. Ses histoires agissent en fil d’Ariane, ayant le pouvoir de faire sortir les gens de 
leur propre prison, sauf qu’ils y voient quelque chose d’autre. 

Le Pont reprend cette esthetique des recits labyrinthe. Fes discours des conteurs- 
voyageurs s’entrecroisent et construisent ensemble l’idee que le monde est un labyrinthe, un 


11 Mircea Eliade, Le temps d’un centenaire suivi de Dayan, Gallimard, Paris, 1981, p.172 
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pele-mele de signes, d’evenements et d’histoires, mais derriere cet enchevetrement 
apparemment hermetique, il y a un schema ontique extremement simple, qui, une fois reconnu, 
offre la solution de la sortie du dedale. Un recit raconte une histoire sur un couple etrange : une 
vielle femme accompagnee par une jeune fdle qui lit d’un livre et voyagent perpetuellement 
cherchant a retrouver le chemin qui mene chez elles. Ce qu’elles ont decouvert lors de ce voyage 
insolite c’est le mystere, le paradoxe de la rencontre entre Texistence et la non existence. Le 
mystere absolu est le mode d’etre issu de la coincidence des contraires, quand l’etre coincide 
avec le non etre. 

La structure labyrinthique prend chez Toumier, en premier lieu, la forme de 
Vinversion. A part ce theme definitoire pour l’oeuvre de Tournier, les isotopies du labyrinthe 
sont l’ogre, la guerre, la foret, le chateau, le passe, le temps, la quete, la ville, l’image. 
L’epreuve majeure que les personnages doivent depasser, liee a 1’inversion, consiste dans la re¬ 
connaissance des structures pertinentes, authentiques, action possible seulement par la 
reactivation et la reconquete de la memoire adamique, le seul instrument actif et valable, a 
meme de permettre au personnage de revenir a l’ordre divin dans un monde brutalement 
bouleverse et «inverse ». Car le regard augural du personnage mythique possede le don de 
reinstaurer les lois divines dans cet univers perverti. Le regard primordial de Thomme est 
createur, il genere des realites et ordonne le chaos. 

Toumier avoue la source de l’inspiration de cette thematique de l’inversion: le conte 
d’Andersen, La Reine des neiges et l’oeuvre de Selma Lagerlof, Le merveilleux voyage de Nils 
Holgersson. Dans le Vent Paraclet, il s’arrete sur le concept d’inversion et en explique les 
mecanismes, le fonctionnement et les effets. L’inversion est une operation transformatrice, 
visant la formation d’une image completement pervertie par l’inversion maligne du monde cree 
par Dieu. Elle est l’oeuvre du diable qui se sert d’un miroir, instrument ayant ce pouvoir de creer 
un univers infernal ou l’homme a toutes les chances de s’egarer et d’oublier sa nature adamique 
a jamais. Nous pourrions parler d’un processus alchimique inverse : si les efforts des 
alchimistes etaient de transformer le plomb en or, les visees diaboliques ont pour but 1’operation 
en sens inverse, realiser la regression absolue dans le chaos. Heureusement 1’operation 
d’inversion maligne n’est pas definitive, elle est reversible grace aux regards auguraux et aux 
competences hermeneutiques archetypales. 

« Le diable a fait un miroir. Deformant, bien entendu. Pire que cela, inversant. Tout ce qui s’y reflete de 
beau devient hideux. Tout ce qui y parait mauvais, semble irresistiblement seduisant. (...) a mesure qu’il approche 
de l’Etre Supreme, le miroir ondule, se crispe, se tord et fmalement il se brise et eclate en des milliards de milliard 
de fragments. Cet accident est un immense malheurpour Thumanite, car toute la terre se trouve pailletee d’eclats, 
de miettes, des poussieres de ce verre defigurant les choses et les etres 12 . » 

La mission du heros civilisateur n’est pas facile, tout d’abord il doit prendre conscience 
de T existence de cet espace infernal, puis se rendre compte de son algorithme de 
fonctionnement et le neutraliser: ce miroir convertit «le beau en hideux et le mauvais en 
seduisant 13 », l’inversion institue une confusion generabsee des valeurs. Le miroir inversant et 
deformant du diable, maniant une combinatoire perverse, peut aboutir a creer un nombre infini 
d’images perverties et trompeuses, a partir d’un seul invariant. La tache du personnage initie 
est de confronter 1’invariant, (dont l’image existe dans sa memoire, il doit y bien fouiller) de 
reconnaitre, sous les deformations les plus aberrantes, l’objet dans sa valeur primordiale, parmi 
les milliers d’images inversees et deformees qui apparaissent dans son periple. Plus l’ecart entre 
l’invariant et son actualisation pervertie est grand, plus l’exploit du heros est exemplaire. 

Les inversions sont actives, elles generent des realites au niveau symbolique : 1’auteur 
se sert de ce pouvoir de signification de maniere constante : les perles Philippines deviennent 


12 Michel Toumier, Le Vent Paraclet, Gallimard, Paris, 1977, p. 50 

13 Ibidem 
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le symbole de Tandrogynie et de l’amour ( Les Meteores ). La perte d’une des perles symbolise 
la dechirure, la rupture de la cellule gemellaire. Le negatif d’une photo opere « l’inversion des 
valeurs : les dents y sont noires, les cheveux blancs 14 », « il engendre un perpetuel dementi a 
nos habitudes visuelles 15 » de cette maniere on penetre dans un monde inverse, mais un monde 
d’images, done sans vrai malignite, «toujours redressable a volonte, e’est-a-dire exactement 
reversible 16 » 

L’inversion benigne est un retour a l’ordre non perverti. L’inversion maligne est un 
phenomene «magique et effrayant 17 » dont 1’archetype est, souligne Toumier, la 
transformation du plus beau des anges, Porte lumiere par son nom, en prince des tenebres. 
Inversion qui agit sur la substance car il s’agit du meme personnage ce qui a pour resultat « un 
foudroyant paradoxe 18 » : 

« L’inversion benigne. Elle consiste a retablir le sens des valeurs que F inversion maligne a precedemment 
retourne. Satan (...) maitre du monde presente un miroir a la face de Dieu. Et par son operation, la droite devient 
gauche, la gauche devient droite, le bien est appele mal et le mal est appele bien 19 ... » 

Il ne suffit pas que le personnage se contente de l’instauration de l’inversion benigne et 
arrete sa demarche la, car il s’agit d’une hypostase vulnerable, cet espace est toujours soumis 
au reflet malin ; pour que l’acte de redemption soit definitif et irreversible, il faut que le heros 
surmonte la dialectique bien-mal et qu’il aboutisse au signe absolu, l’Alpha - Omega, espace 
invulnerable, primordial qui n’est pas atteint par l’inversion car e’est une coincidentia 
oppositorum. Ou pour traduire en langage eliadien, parvenir au Centre. L’entree dans le Centre, 
dans cet espace surmontant la dialectique bien-mal est l’etat privilegie de celui qui echappe au 
temps historique. Cet espace suppose autant l’ascension que la descente, le haut et le bas, le 
Ciel et la Terre, il represente la coincidentia oppositorum. 

La structuration binaire du monde tournerien n’a pas comme effet un manicheisme 
rigide. Le plus souvent on assiste a un phenomene d’harmonisation genuine de l’univers, car il 
y a toujours mo yen de detourner la contradiction pour aboutir a la concidentia oppositorum, de 
surmonter les differences afin de reconstruire l’identite dans un processus dont la dynamique 
rappelle la spirale. Ce monde de l’innocence et de l’harmonie n’est pas soumis a l’inversion 
maligne. C’est le monde primordial d’avant la chute ou les deux principes masculin - feminin 
coexistent dans la plenitude non conflictuelle, le monde de Tandrogynie ou l’identite 
complementaire est loi. Cet univers immuable, primordial exclut l’inversion dechirante. 

L’oeuvre tournerienne la plus impregnee de l’inversion reste sans aucun doute Le Roi 
des Aulnes. Nous y voyons Tournier deployer une dynamique originale du travail du mytheme 
« labyrinthe ». Le Monstre, Abel Tiffauges, place dans un espace-ogre, l’Allemagne nazie et 
la guerre, isotopies de la spatialite labyrinthique, grace a sa vocation hermeneutique et a sa 
ferveur de lire partout des signes, aboutit a une transfiguration surprenante et inattendue: sa 
nature ogresse change de signe et l’Ogre emporteur d’enfants, amateur de chair fraiche, se 
transforme en « porteur du Christ » en mettant ses pouvoirs au service de la lumiere divine. 
Dans la tradition grecque, le monstre se trouve dans le labyrinthe, histoire d’etre tue par le heros 
civilisateur, car il est une anomalie, symbole de l’irruption du chaos dans l’espace ordonne, 
soumis aux lois que le heros doit eliminer. Tournier l’y place afin qu’il y subisse la grande 
inversion et qu’il assume sa redemption. Chez lui le monstre n’est pas tue, mais recupere et ses 
energies sont reorientees vers la vie. 

Les structures labyrinthiques relevant de 1’inversion sont actives autant au niveau 
identitaire du personnage principal, qu’au niveau spatial. La majorite des personnages 


14 Michel Toumier, Le Roi des Aulnes, Gallimard, Paris, 1977 

15 Ibidem 

16 Ibidem , p. 151 

17 Michel Toumier, Celebrations, Mercure de France, Paris, 1999, p.243 

18 Ibidem 

19 Michel Tournier, Le Roi des Aulnes, Gallimard, Paris, 1970, p. 106 
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mythiques invoques par Toumier temoignent de deux facettes complementaires etant par la des 
etres ambigus, qui pourraient n’importe quand changer de signe et nous montrer l’image 
antinomique. La figure de Christophe renvoie dans un premier temps au mythe de l’ogre : 
Christophe un geant terrible veut se mettre au service du maitre le plus fort du monde. Desireux 
d’exhausser son voeu, il devient le serviteur du diable, qu’il renie des qu’il apprend qu’il n’etait 
pas le plus fort car, quelque affreux qu’il fut, il craignait pourtant Jesus Christ et le signe de la 
croix. Par une inversion mythique, il arrive a mettre sa force terrible au service de l’enfant Jesus 
qu’il porte sur ses epaules. Son nom sera dorenavant Christophe, Le porteur du Christ. Saint 
Nicolas le patron des enfants est lui aussi un personnage ambigu, ambivalent qui est vu comme 
tel dans la mythologie populaire, malefique et benefique voulant racheter par ses miracles les 
crimes qu’il a ete tente de commettre 20 . Michel Toumier se plait a jouer sur la nature ambigue 
de ses personnages, l’inversion de l’image est la regie «de ce puzzle qu’il compose 
patiemment 21 ». Tiffauges est celui qui emporte et porte les enfants, il est Abel et Cain, tour a 
tour. 

L’isotopie du monstre homophage se realise par la fascination d’Abel pour les enfants. 
Au debut du roman par la curiosite passionnee avec laquelle il prend des photos des enfants 
sortant de l’ecole. Photographier c’est pour lui devorer des yeux « possession mi-amoureuse, 
mi-meurtriere du photographic par le photographe. 22 » Plus tard, lorsqu’il arrive au chateau de 
Kalterborn, par l’enlevement des gardens pour les emmener dans la napola nazie, ce qui 
temoigne de son appetit de chair fraiche. On dirait qu’une fois entre dans cet espace isotopique 
du labyrinthe, en Allemagne, ses pouvoirs ogresques, malefiques sont amplifies et magnifies. 

Dans une lecture junguienne, il y a une forte relation entre l’univers intime d’Abel et le 
contexte exterieur ou il evolue, le monde du dehors du personnage reflete son monde du dedans. 
L’incipit du roman place le personnage Abel Tiffauges en France, en proie d’une crise 
identitaire instauree apres la separation de Rachel, personnage meteorique dans 1’economic du 
roman, mais assumant un role initiateur qui declenchera l’intrigue. En prononcant le verdict de 
la raison de leur rupture : « Tu es un ogre 23 ! » elle lui revele sa partie d’ombre dont il est 
inconscient. Et de la, il en decoule le long processus alchimique d’integration de cette partie 
inconsciente et douees de pouvoirs d’autant plus dangereux car pas encore integres. Le chemin 
vers l’Est (orientation symbolique) traduit en fait le parcours de sa transfiguration, le travail de 
son ombre pour qu’il puisse entrer dans le Centre de son etre. Ces energies « monstrueuses » 
vont modeler et generer le trajet existentiel de Tiffauges jusqu'a la revelation de sa nature 
profonde, la derniere phorie, la phorie absolue, signe d’integration totale de ses pouvoirs. Au 
debut Tiffauges ne reconnaitra pas sa nature ogresse; ignore par les autres, il se camouflera 
parmi eux, faisant semblant d’etre leur pared. L’observation de Rachel declenche le processus 
de prise de conscience de sa nature monstrueuse. Le moi visqueux auquel il fait reference dans 
son journal (« un moi pesant, rancunier, humoral, lourdement attache a ses habitudes, a son 
passe 24 ») est l’autre, l’ogre, le monstre qui habitait bien cache dans le labyrinthe de son ame. 

Les signes et les coincidences le rendent attentif. L’histoire avec le criminel Weidmann 
et la mesaventure avec Martine le forcent de voir les signes, de se donner la peine d’en deceler 
le sens. L’assassin Weidmann est en quelque sorte son double meurtrier, il est gaucher comme 
lui, il a tue de cette main gauche. Il est ne le meme jour que lui et il a le meme age que Tiffauges. 
Et puis la ressemblance physique des deux est troublante. Weidmann, l’oeil de l’appareil photo- 


20 Arlette Bouloumie, L ’Ogre, in Dictionnaire des mythes litteraires, sous la direction de Pierre Brunei, Editions du Rocher, 
Paris, 1994 

21 Ibidem, p.140 

22 Ibidem, p.168 

23 Michel Toumier, Le Roi des Aulnes, Gallimard, 1970, p.13 

24 Ibidem, p.41 
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le cyclope, regard possesseur et maudit- sont des images malignes du double reflete dans le 
miroir. 

Les premiers symptomes de la manifestation de son cote ogresque nous ramenent au 
college Saint Christophe, aux annees d’initiation qu’il y a passees. Les signes difficiles a 
dechiffrer, les « hieroglyphes tracees sur mon chemin 25 » qu’il n’arrive pas a comprendre, dans 
un premier temps, allaient s’eclaircir petit a petit. Les ressemblances a son patron chretien, Saint 
Christophe et les contre ressemblances a ce modele rendent possible le passage du chaos au 
cosmos. En miroir au parcours du heros, il se produit la revelation des essences d’un ensemble 
qui apparemment jouait de tous les attributs du cosmos, a un autre, per?u comme espace 
infernal, chaos. Entre le bon geant Christophe et le mauvais geant de l’imaginaire collectif 
symbolise dans le roman par l’Ogre nazi, il y a des ressemblances qui, au moins, a ce premier 
niveau formel, nous ferait penser a une relation d’identite entre les deux : le meme aspect 
physique terrible, le pouvoir physique, l’appetit vorace, la faim irrepressible d’enfants 
prefiguree par la phorie, le fait de porter un enfant. A partir de ce moment, les differences 
specifiques s’installent: par le sens attribue a la phorie les deux deviennent completement 
differents : le premier porte l’enfant en lui servant, l’autre l’emporte et le transforme en victime. 
Et pourtant, tel un magicien, Toumier renverse Timage faisant du chasseur d’enfants un pater 
nutritor a vocation maternelle. Les gestes maternels dont il soigne un pigeon mort de faim et 
de firoid qu’ « il glisse entre sa chemise et sa peau 26 » temoignent justement de cette vocation. 

Pour Abel Tiffauges atteindre le centre du mandala suppose aussi descendre dans les 
abimes du labyrinthe des Ecrits sinistres que le heros narrateur dechiffre en premier lecteur, de 
proche en proche, il arrive comme a travers le parcours des voies alambiquees et contorsionnees 
du labyrinthe au centre, au sens occulte de sa vie dont il reussira fmalement a decouvrir le 
mystere. La legende du Saint Christophe est comme un dessin en creux, le centre d’une carte 
depliee dans lequel Tiffauges se reconnaitra. Tiffauges contenu par cette Allemagne ogresse 
refait la structure labyrinthique. La rencontre avec l’enfant solaire, Ephraim, lui fera connaitre 
les essences des choses, tout comme Rachel lui avait revele 1’existence du fantome monstrueux 
existant en lui depuis des annees. Spectateur et acteur a la fois, il jette les ponts entre le passe 
et le present, s’emploie a dechiffrer les sens caches existant sous les significations etalees au 
grand jour. La transformation du moi qui s’opere au centre du labyrinthe, sera affirmee et 
exhibee a la fin du voyage au tenne de ce passage des tenebres aux lumieres. 

Tout comme Stephane {Foret interdite), Abel conceit lui aussi le monde comme un 
univers de signes qui exigent d'etre dechiffres. Le monde est un univers des signes, ils ne sont 
pas neutres mais agissent sur tout sujet qui soit a meme de les voir. Tiffauges remarque que la 
mise en relation avec le monde des signes est sombree par les difficultes de reception de leurs 
messages de la part de fhomme « qui se retrouve sourd et aveugle devant la multitude de 
phenomenes charges de significations 27 » auxquels il assiste sans cesse. La cecite ontique de 
l’homme est un danger qui le tient loin de la revelation des essences. Meme ayant cette capacite 
de les voir, il y a encore d’autres epreuves a passer, le heros devient dans un second temps 
hermeneute, lecteur et interprete des signes. Demarche qui implique des gros risques car le 
monde des signes est trompeur, ils peuvent signaliser, orienter la quete mais aussi peuvent 
egarer car ils ne sont pas infaillibles mais soumis eux aussi a l’inversion maligne. Malgre sa 
myopie, ou justement en raison d’elle, Tiffauges saura decrypter l’enchevetrement des signes. 
C’est l’Allemagne qui permettra a Tiffauges de devoiler les essences des symboles en les 
portant a l'incandescence. Operation dangereuse car a chaque instant les essences peuvent 
changer de signe, et "bruler d'un feu d’autant plus infernal que je les aurai plus magnifiquement 


25 Ibidem 

26 Ibidem 

27 Ibidem 


274 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


exaltees 28 ". Un autre piege est la maniere d’entrer en relation avec le symbole, «le symbole 
bafoue devient diabole. Centre de lumiere et de concorde, il se fait puissance de tenebres et 
dechirement 29 ». L’inversion operee dans de telles circonstances peut entrainer une 
transformation symbolique qui telle 1 efatum antique, a des consequences catastrophiques pour 
l’humanite. La croix gammee semble Tinversion innocente de la croix de Malte. Mais elle en 
est l’inversion maligne. La meme malignite nait de l’inversion de l’aigle des armes de Prusse, 
dont la tete est tournee a dextre. Repris comme symbole par le III Reich, cet aigle inverse « qui 
porte dans ses serres une couronne de feuilles de chene ou s’inscrit la croix gammee » a la tete 
tournee a senestre. Ce qui n’est qu’un prelude a la modification de la qualite. Tiffauges a eu le 
sentiment d’appartenir a la foret sombre des aulnes, refuge des betes, des monstres et des ogres, 
des sorcieres, des nains, des geants, des homines rejetes par la societe. 

Dans La goutte d’or, Idiss, dechu de son paradis oasien a cause d’une photo prise a son 
insu par une touriste parisienne, doit recuperer son image et refaire de la sorte l’integralite de 
son etre dechire. Aussi s’elance-t-il dans une quete de soi-meme, au milieu d’un espace ayant 
d’autres reperes que celui oasien, la France, pour culminer avec l’affrontement de la ville 
labyrinthe, Paris. Parfois sa quete se transforme en egarement. Recuperer son Soi (doublement 
symbolise par la photo prise a son insu et la goutte d’or) devient une operation dangereuse, 
danger amplifie de plus b 

Ces motifs de la confusion et de la re-connaissance sont presents autant chez Eliade que 
chez Tournier, sauf que chez Eliade le theme de l’inversion est plus discret. Chez lui, l’inversion 
est une des hypostases du camouflage du sacre dans le profane. Tres souvent, dans les fictions 
des deux ecrivains, le temps historique se transforme en monstre devorateur qui paralyse tout. 
Le flux dramatique des evenements agit avec une force terrifiante. 

BIBLIOGRAPHY 

Corpus de textes litteraires de Mircea Eliade et Michel Toumier 

Eliade, Mircea, Les trois graces, Gallimard, Paris, 1984 

Le temps d’un centenaire suivi de Dayan, Gallimard, Paris, 1981 
Andronic et le Serpent, Editions de l’Heme, Paris, 1979 
Foret interdite, Gallimard, Paris, 1955 
Tournier, Michel, Le Roi des Aulnes, Gallimard, Paris, 1970 

Gaspard, Melchior et Balthazar, Gallimard, Paris, 1980 
La goutte d’or, Gallimard, Paris, 1986 

Bibliographie critique 

Arlette Bouloumie, L ’Ogre, in Dictionnaire des mythes litteraires, sous la direction de Pierre 
Brunei, Editions du Rocher, Paris, 1994 

Durand, Gilbert, Les structures anthropologiques de I’imaginaire, Dunod, Paris, 1993 
Eliade, Mircea, Le sacre et le profane, Paris, Gallimard, 1957 

Naissances mystiques, Paris, Gallimard, 1959 

Aspects du my the, Paris, Gallimard, 1963 

Le sacre et le profane, Paris, Gallimard, 1965 


28 Ibidem, p.230 

29 Michel Tournier, Le Roi des Aulnes, Gallimard, Paris, 1970, p.404 


275 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


Fragments d’un Journal , tome I, traduit du roumain par Luc 
Badesco, Paris, Gallimard, 1973 
Images et symboles, Paris, Gallimard, 1980 
Traite d’histoire des religions , Payot, 1990 
Drumul spre Centru, Editions Univers, Bucarest, 1991 
Entretiens avec Claude-Henri Rocquet, L ’Epreuve du labyrinthe, 

Paris, Editions du Rocher, 2006 

Jung, C.G., Metamorphoses de Fame et ses symboles , Georg, Paris, 1996 

Santarcangeli, Paolo, Cartea labirinturilor, Editions Meridiane, Bucuresti, 1974 

Tucci, Giuseppe, Theorie et pratique du mandala, Fayard, Paris, 1974, traduction de 
l’italien par H.J.Maxwell 


276 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 
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Abstract: The paper The media culture in the era of globalization shows how communication has 
evolved, as has been reflected in the Romanian media and how Romanian press has globalized its 
communication. The concept of new media is analyzed and submitted through the journalist today, 
through the evolution of the web, through the diversification of communication by adapting to the digital 
space. The digital natives are the subject of our in terest in this paper, because they are the engine and 
support of the new media evolution. 

Our approach shows how social media and blogs bom new disciplines to be studied in the faculties of 
communication, and in terms of new media’s direction of movement, we emphasize how the digitization 
of the new media and the adaptation of the lifecycle to the new perspectives of evolution, everything we 
do is to constantly adjust our virtual image and update our social selves. The habits of information and 
the media consumption are closely linked to our availability to be connected again. 

Keywords: media culture, new media, social media, globalization, journalist 


1. Introducere 

Globalizarea este vazuta ca un fenomen prin care intamplari, obiceiuri, comportamente 
ce se petrec intr-o anumita parte a globului au efecte de anvergura asupra traditiilor, uzantelor, 
cunostintelor din alta parte a lumii. Globalizarea este termenul folosit pentru a arata cum o 
practica devine comuna in mai multe tari sau pe mai multe continente. Dinamica producerii 
evenimentelor este mare si in rapida dezvoltare, privind domenii diverse, printre care economia, 
mediul, cultura, media, politica. Practic, pe masura ce societatea evolueaza, pe masura ce 
populatia migreaza, organismele de reglementare devin comune, cercetatorii fac schimb de 
cunostinte, insusirea unui comportament comun devine inevitabila. 

Comunicarea, setul de actiuni ce sta la baza relatiilor dintre oameni, insuseste din 
atributele, valorile si specificul celor care o intretin. Pentru a se crea o comunicare facila, clara 
pentru toti cei implicati, este necesar sa se tina cont de zona din care provin interlocutorii, de 
domeniul acestora, dar si de noutatile sau descoperirile aparute in sfera lor de comunicare. 

2. De la inceputurile presei in Romania si incadrarea jurnalistului epocii, pana la 
jurnalistul adaptat de astazi. 

Vom restrange discutia de mai sus la cultura media, iar pentru a vedea cum s-a ajuns la 
globalizare in acest domeniu, ne oprim putin la punctul de plecare sau la inceputurile presei in 
Romania. 

Profesionalizarea jurnalistilor romani s-a facut in a doua jumatate a secolului al XIX- 
lea, pe masura ce s-a consolidat constiinta de breasla si au aparut si institutiile de presa. Evolutia 
presei romane a a fost marcata de aparitia Legii asupra presei, la 13 aprilie 1862. “Legea 
instituia un sistem corent de relatii intre presa, societate, individ si puterea politica, evidentiind 
valorile profesionale si responsabilitatile sociale ale individului.” 1 Prin aceasta lege se 


1 Rosea, Luminita, Productia textului jurnalistic, Iasi, Polirom, 2004, p. 37. 


277 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


instituiau dreptul la libera exprimare, protectia valorilor morale ale societatii, dreptul la 
imagine, valorile familiei, dar si alte valori democratice recunoscute de stat. O data cu aparitia 
acestei legi, s-a pus problema specialized jurnalistilor. Chiar si oficialitatile si-au manifestat 
interesul pentru infiintarea unor cursuri de specializare: “Interesul pentru standardizarea 
procedurilor si popularizarea cunostintelor despre gazetarie este ilustrat si prin unele 
manifestari publice, cum ar fi organizarea «Primului curs de ziaristica romana», sustinut de 
Nichifor Crainic si anuntat in ziarul «Curentul» din 20 ianuarie 1929.” 2 

Presa romana s-a orientat catre presa de larga informare, tratand subiecte generaliste. In 
prima jumatate a secolului al XlX-lea, presa a cunoscut o dezvoltare fara precedent: “Numarul 
publicatiilor a crescut, iar continuturile s-au diversificat in functie de interesele publicului, de 
profesii, de specializari, de nevoia de diverstisment. Existau de asemenea un important segment 
al presei locale si numeroase publicatii in limbi straine.” 3 

Jurnalistii acordau o atentie deosebita presei de peste hotare, considerand ca in acest fel, 
functia de informare a presei era sustinuta si respectata. Acestia isi luau in serios rolul de 
formatori de opinie. Pentru jurnalistii vremii era important sa aiba surse diversifcate, sa aiba 
structurate si stabilite genurile gazetaresti si sa ia amploare publicarea de suplimente. 4 In 
perioada comunista, evolutia presei a fost incetinita. Ba chiar i s-a schimbat directia de 
manifestare. Presa a fost folosita ca instrument de propaganda comunist, imprimandu-i-se un 
discurs ideologic si axandu-se indeosebi pe activitatea profesionala si politica a muncitorilor si 
taranilor, considerate clasele cele mai de seama ale societatii. Contextul socio-istoric este o 
components esentiala a manifested jumalistice, iar ideologia, caracteristicile sociale, 
economice, juridice influenteaza modul de funtionare a sistemului mass-media. 5 

Dupa 1989, cand comunismul a disparut din Romania, jurnalistii si-au cerut dreptul de 
a face presa libera. Presa s-a dezvoltat rapid, au aparut numeroase publicatii si numerosi noi 
jumalisti. Acestia proveneau din diferite medii sociale, majoritatea fara studii sau experienta in 
redactare, dar dornici sa isi faca vocea auzita. In jurul anilor 2000, cand Internetul devenise usor 
de accesat pentru populatie, jurnalismul romanesc s-a intersectat cu acesta. Intuind adevarata 
forta a acestei tehnologii, la Centrul pentru Jurnalism Independent s-au initiat primele cursuri 
ce vizau “cunoasterea si experimentarea Intemetului de catre jurnalisti si, evident, practicarea 
jumalismului in orizontul noilor tehnologii de comunicare. Jurnalistii, mai ales cei tineri, au 
simtit nevoia de a dobandi noi deprinderi si abilitati tehnice si au facut presiuni de jos in sus 
spre structurile manageriale din redactii.” 6 Scolile de jurnalism din Romania au introdus cursuri 
ce priveau conjunctia dintre mass-media si Internet, numarul utilizatorilor de Internet a crescut, 
la fel si cel al furnizorilor. Evolutia Intemetului in casele si in birourile romanilor a dus la 
evolutia new media. Trusturile de presa si-au adaptat aparitiile, iar astfel au aparut noi profesii 
adaptate jumalismului actual: web publisher, web copywriter, editor SEO, editor web, content 
editor, communication worker. Au aparut site-uri de stiri exlusiv online, cu organizare diferita 
de cea a ziarelor tiparite. Au aparut jurnalisti legitimati in presa, dar si jurnalisti de ocazie, cu 
site-uri proprii, dar fara cunostinte de etica si deontologie profesionala. Valoarea suprema a 
intemetului rezida in libertarea de exprimare si in democratizarea jumalismului, activitate care 
nu se mai desfasoara doar in organizatii inchise, supuse presiunilor politice si economice, ci 
oriunde exista disponibilitate si valori democratice. 7 

3. New media si jurnalismul actual 


2 

3 

4 

5 

6 
7 


Ibidem, p. 40. 

Ibidem, p. 41. 

Ibidem , p. 42-43. 

Ibidem , p. 79. 

Salcudean, Minodora, New media, Social media §i Jurnalismul actual , Bucuresti, Editura Tritonic, 2015, p. 62. 
Ibidem, p. 83-84. 
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Inainte de aparitia Intemetului, notiunea de jurnalism avea acceptiuni foarte clare, cu 
reguli trasate si fara ambiguitati. Astazi, jumalismul a intrat “intr-un proces de redefinire sub 
presiunea noilor tehnologii comunicationale si a fenomenului web-ului participativ”. 8 
Conceptul de new media se refera la jurnalismul online. Jurnalistii noilor media trebuie sa stie 
si sa se adapteze permanent la consumatorii de informatie, sa stie ce informatii cauta acestia, 
prin ce obiceiuri de consum, cum citesc, cum proceseaza informatiile, ce fac mai departe cu 
aceasta. Jurnalismul online este si jumalismul actual. In acest moment exista mai multi 
consumatori de jurnalism online decat de jurnalism clasic, reprezentat de ziare tiparite. 
Jumalismul online se caracterizeaza printr-o „structura nonlineara, link-uri, elemente care 
stimuleaza interactivitatea, complementaritatea continuturilor (text, audio, video)”. 9 In 
programele de studii ale facultatilor de profd din alte state, au aparut discipline studiaza 
jumalismul actrual: Digital Journalism, Digital Media, new media, Integrated Journalism, 
Backpack Journalism, Digital storytelling, Multimedia report, social media for journalists. 

Pentru a ajunge la cititori, jurnalistii online trebuie sa tina cont de exploatarea eficienta 
a resurselor multimedia, de interactivitatea site-ului, de strategii SEO, de modul in care 
informatia poate fi distribuita. In acest moment, in spatiul digital, se poate face convergent 
tuturor mediilor, adica presa scrisa, radio, televiziune sau agentii de presa. Intemetul a devenit 
„cel mai dinamic si flexibil spatiu de captare in timp real si, apoi, de gestionare (publicare, 
arhivare, transmitere la cerere etc.) a celor mai diverse tipuri de continuturi media.” 10 

3.1 Notiunea de produser 

Aparitia Intemetului a schimbat sistemul jumalist-mesaj-cititor, in sensul in care rolurile 
se pot inversa. Cititorul are acces la informatii diverse, pe care pe poate culege, interpreta si 
publica. Cititorul se transforma adesea in distribuitor de informatii in spatiul media. Acest 
personaj aparut in spatiul noilor media este un amestec intre utilizator si producator si a fost 
numit de catre cercetatorul australian Axel Bmns, produser sau produsage. * 11 

Aceasta postura ne gaseste cateodata pe fiecare dintre noi. Suntem activi in noile media, 
la curent cu toate informatiile, interconectati, facem selectii, producem si distribuim continuturi 
online cu scopul de a capta interesul celor pe care ii vizam si se afla in preajma. Produserii isi 
personalizeaza consumul informational si se folosesc de interactivitate pentru a-si distribui 
informatia. Acestia sunt tipul de consumatori ce doresc sa isi aleaga singuri ce materiale 
primesc, la ce newslettere se aboneaza, ce informatii sa caute si unde, ce preferinte au in materie 
de produse si servicii online. Consumul informational al produser-ilor “este facilitat, dar si 
activat, influentat si orientat, de utilizarea contului personal de pe una sau mai multe retele 
sociale. Lasand la o parte consumatorii impatimiti de presa [...], care sunt abonati la newsletter- 
e ale publicatiilor, rss-feed-uri si care iau constant pulsul informatiilor de actualitate din web, 
folosind simultan sau concomitent si altge mass-media, ceilalti utilizatori ajung in mod arbitrar 
la continuturi jurnalistice pe teme socio-politice mai ales, via social media.” 12 Produser-ii sunt 
reprezentantii dialogului social in media online. Sunt jurnalistii de ocazie, ce emit opinii si 
asigura interactivitatea jurnalismului digital. In limba engleza mai poarta denumirea de user 
generated content. Juan Varela denumeste aceasta etapa, cea specified web-ului participative, 
drept “convertirea consumatorilor de presa in utilizatori activi, redefinirea jurnalismului ca 
jurnalism de proximitate, cu voce umana, constmirea comunitatilor virtuale, a nanoaudientelor 
pe nise de interese.” 13 


8 Ibidem, p. 22. 

9 Ibidem, p. 23. 

10 Ibidem, p. 27. 

11 http://produsage.org/about . accesat la 15.01.2017. 

12 Salcudean, Minodora, op. cit. p. 36-37. 

13 http://es.slideshare.net/claudiaza/periodismo-30-37020 . accesat la 15.01.2017 
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3.2 Jurnalistii noilor media 

Pe masura ce tehnologia comunicationala a evoluat, iar gadget-urile s-au instalat ca 
obiecte necesare traiului zilnic, au aparut si noi strategii de a face jumalism. Intr-o epoca in care 
tehnologia creste cu viteze fulminante si in care dinamica este extrem de mare in ceea ce 
priveste schimbul de informatii, adaptarea la nou, supertehnologizarea, jurnalistii trebuie sa se 
adapteze din mers. Pentru a supravietui in profesie, trebuie sa isi extinda cunostintele: 
“jurnalistii profesionisti, mai ales aceia din statele care dau tonul in tehnologie, au inteles repede 
faptul ca pentru a tine pasul cu explozia noilor media, e nevoie sa-si schimbe modul de a gandi, 
sa experimenteze, sa fie flexibili si sa dobandeasca abilitati si competence specifice mediului 
digital. Ei au inteles ca adaptabilitatea este salvatoare si ca, mai mult decat oricand, e nevoie de 
profesionisti in domeniul care sa functioneze, in primul rand, ca filtre credibile si 
responsabile.” 14 

Prin intermediul gadget-urilor, profesionisti si non-profesionisti din toata lumea 
distribuie materiale multimedia, cu continut jumalistic. Jurnalismul evolueaza intr-un mod 
controversat, intrucat materialele ce ies in mediul online nu pot fi filtrate. Adesea sunt scrise de 
catre persoane ce nu au cunostinte de redactate a materialelor de presa, ce nu au cunostinte de 
etica si deontologie a presei. Profesionistii si non-profesionistii ajung sa lucreze in acelasi 
spatiu. Unii pentru ca au cunostinte si experienta, au contracte de munca si sunt validati prin 
diplome, iar altii pentru ca sunt pasionati, pentru ca au entuziam si pentru ca, sub statutul de 
freelancer, au dezvoltat platforme de jurnalism cu participarea cetatenilor si a colaboratorilor, 
pasionati de jurnalism civic sau cetatenesc. Aceasta forma de manifestare poarta denumirea de 
jumalism alternativ. Acesta este privit ca o forma de rebeliune a amatorilor ce se sluijesc de 
spatiul digital pentru a lansa opinii, a face petitii, a cauta adepti pentru diferite cauze, pe care le 
considera utile pentru societate. Cetatenii jurnalisti, practicantii jurnalismului cetatenesc, 
comunitar sau civic, sunt personaje controversate, carora le sunt recunoscute atat bunele, cat si 
relele: “Calitati indiscutabile ale acestora, precum: spontaneitatea reactiilor la un eveniment, 
rapiditatea transmiterii continuturilor, autonomia (presupusa, pretunsa, insa, discutabila si greu 
de verificat) politica si economica a cetatenilor jurnalisti etc. vin sa contrabalanseze taleml cu 
dezavantaje: lipsa cunoasterii eticii si deontologiei profesionale, lipsa verificarii informatiilor, 
anonimatul, speculatiile, zvonistica, de cele mai multe ori contagioasa, in mediul online etc.” 15 

3.3 De la Web 0.0 la Web 5.0 

Aparitia Intemetului a marcat evolutia jurnalismului si a produs schimbari semnificative 
in evolutia comunicarii pe scara larga. Oameni din diferite colturi ale lumii au ajuns sa discute 
fata in fata, liderii mondiali tin conferinte din propriile lor birouri, evenimentele lumii sunt 
aduse la cunostinta cetatenilor in cateva secunde de la producerea lor, produsele magazinelor 
de pe alt continent pot fi vazute si comandate online, servicii de tot felul ajung in vietile 
oamenilor in timp record, cu doar un click. Studenti la prestigioase universitati din lume pot 
obtine diplome pentru scoli absolvite online si conferinte ce prezinta inovatii in Rio de Janeiro 
ajung in sufrageriile cetatenilor, prin plata online a unui bilet. Acestea sunt doar cateva exemple 
despre cum a marcat aparitia Intemetului evolutia omenirii. Minodora Salcudean evalueaza 
evolutia web-ului in cinci etape. “Web 0.0 reprezinta momentul de start al retelei 
informationale. Web 1.0 desemneaza prima varsta a retelei, numita si read-only web, 
considerate o preistorie a online-ului, caracterizata prin existenta site-urilor statice si a unei 
anumite cantitati disponibile de informatie, fara ca uilizatorul sa poata interveni in vreun fel in 


14 Salcudean, Minodora, op. cit. p. 39. 

15 Ibidem , p. 50-51. 
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gestionarea acesteia. Web 2.0 este etapa ce schimba evolutia Intemetului, o data cu aparitia 
interactiunii, a posibilitatii de a comunica prin intermediul Intemetului, de a interactiona si de 
a participa la diferite actiuni. In aceasta etapa, consumatorul de Internet putea publica propriile 
opinii. Era momentul cand omenirea stabilea conexiuni, indiferent de zona geografica, de ora 
pe glob sau de orice alte considerente pot fi luate in comunicarea dintre indivizi. Web 3.0 este 
denumit si Web semantic sau Web de date, iar acesta “se dezvolta ca o necesitate, de ordin 
tehnic, stringenta si inerenta acumularii enorme si in crestere exploziva de continuturi in retea, 
prin participarea activa a produser-ilor (producatori si utilizatori, in acelasi timp).” 16 Web 
semantic inseamna aplicatii inteligente ce ajuta la cautarea informatiilor associate, contextuale, 
detaliate, cu ajutorul metadatelor. 

Web 4.0 mai este denumit si Mobile Web si se doreste a fi o altemativa pentm Intemetul 
mobil: “Altfel spus, Web 4.0 trimite la totalitatea aplicatiilor destinate dispozitvelor mobile, 
astfel incat sa permit tot mai rapid si mai efficient redarea continuturilor producerea si 
gestionarea acestora, precum si interconectivitatea tot mai perfonnanta.” 17 Web 5.0 sau 
Symbiotic Web sau Senzitive Web sau doar o proiectie pentm noi reprezinta web-ul deschis, 
interconectat, inteligent si emotional. Datorita acestei evolutii a web-ului, se asteapta ca in viitor 
sa se dezvolte o legatura afectiva om-masina, ce va face parte din viata noastra obisnuita. 18 

In prezent, functionarea si dezvoltarea web-ului impinge dezvoltarea si modemizarea 
mass-mediei. Iar prin prisma web-ului, mass-media mizeaza tot mai mult pe aportul 
voluntarilor. Publicatiile online rezista doar prin aportul voluntarilor: “You Tube, cel mai 
cunoscut si utilizat site de video sharing, este unul dintre exemplele notorii de crowdsourcing 
pe care media le exploateaza instant: fie ca preiau continut video pentm a-si ilustra diverse 
materiale, fie ca difuzeaza, prin intermediul website-ului, productii proprii in virtutea 
parteneriatului pe care il au cu acesta.” 19 

In web este raspandit termenul de crowdsourcing, mentionat mai devreme, mai ales cand 
vine vorba despre media sau despre social media. Termenul se refera la o “multime sursa”, ce 
are o contribute colectiva la realizarea unui proiect, prin aportul de material adus. Cel mai bun 
exemplu este site-ul Wikipedia, ce spune despre crowdsourcing urmatorul lucru: 
“Crowdsourcing-ul reprezinta una dintre cele mai accesibile metode de a crea un produs in urma 
utilizarii sprijinului dintr-o comunitate. Practic aceasta tehnica pune la dispozitia unui initiator, 
un intreg arsenal de resursa umana si materiale pentru a-si duce la capat proiectul.” 20 

4. Nativii digitali 

Nativii digitali sunt cei care s-au nascut si au crescut o data cu Internetul. Acestia nu 
cunosc lumea fara Internet si adesea, referindu-ne la ei le spunem “generatia net.” Pentru ei 
calculatorul reprezinta a parte fireasca a vietii, precum si gadget-urile. Ei traiesc la fel de intens 
si in viata reala si in cea virtuala. Intrarea si integrarea intr-o retea sociala reprezinta o conditie 
de baza a stabilirii de conexiuni, a apartenentei la grupuri. Conform unui studiu realizat inca 
din 2007, in licee din Romania, rezulta ca “primele trei semnificatii pe care adolescentii romani 
le-au atribuit Intemetului au fost: comunicare, distractie si informare, urmate indeaproape de 
altele precum: divertisment, cunoastere, necesitate.” 21 Faptul ca mai intai de toate Internetul 


16 Ibidem, p. 86. 

17 Ibidem, p. 87. 

18 Tim Berners-Lee, programator britanic, inventatorul si dezvoltatorul web-ului, in discursul de la conferinta TED: 
https://www.ted.com/talks/tim berners lee on the next web , accesat la 16.01.2017. 

19 Corporatii si organizatii media, precum BBC, CBS, UMG ofera prin intermediul You Tube, productii video, ca parte a 
programului de parteneriat. Sursa: https://en.wikipcdia.org/wiki/YouTube , accesat la 16.01.2017. 

20 https://ro.wikipcdia.org/wiki/Crowdsourcing . accesat la 16.01.2017. 

21 Salcudean, Minodora, op. cit. p. 97. 
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este sursa de comunicare, arata ca adolescentii simt nevoia de a fi interconectati, de a 
interactiona si de a socializa. Dispozitivele mobile, ca smartphone-uri sau tablete, au facut din 
tinerii utilizatori pe Internet mobil, atat consumatori, cat si producatori de materiale multimedia. 

Tinerii utilizatori sau nativii digitali, dobandesc de la varste fragede o mare capacitate 
de adaptare la node tehnologii. Curiozitatea, dorinta de a afla si de a avea tot ce e nou, 
flexibilitatea, intuitia, ii fac pe acestia sa se dezvolte la nivel informational mult mai repede 
decat generatiile anterioare. Din acest motiv, se impune o digitalizare rapida a tuturor 
mijloacelor de educatie, de informare, precum si o adaptare a informatiei transmise catre noua 
generatie, astfel incat atat media, cat si scolile sa se afle mereu in actualitate. 

Pericolele accesului si a manevrarii facile a Internetului de catre nativii digitali rezida 
in posibilitatea de a descarca materiale cu continut periculos sau interzis varstei lor. In mediul 
virtual, pe langa sursele de infonnare corecte, circula si o multime de informatii false, 
ncvcrilicatc, ce pot influenta negativ dezvoltarea tinerilor: “Alaturi de descarcarea si folosirea 
ilegala de continuturi din mediul online (text, foto, video, muzica, fdme), protejate de drepturi 
de autor, un alt aspect, negrijat deseori de parinti si educatori priveste incarcarea continuturilor 
pe Internet. De la comentarii postate pe diverse site-uri sau forumuri, pana la bloguri sau vloguri 
personale (video bloguri), adolescentii sunt tot mai tentati sa devina vizibili, cu orice pret, in 
mediul online. [...] In Romania, un raport Mediascope, pe 2012, arata ca romanii sunt, dintre 
europeni, fanii cei mai fideli ai retelelor sociale. Astfel, 93% dintre toti utilizatorii de net de la 
noi au folosit o retea sociala personala sau profesionala, anul trecut.” 22 

Se vehiculeaza principiul “nu esti online, nu existi”. Din acest motiv, varsta tinerilor ce 
isi fac cont pe retelele sociale scade din ce in ce mai mult. Node media le marcheaza viata 
sociala si modalitatea de asimilare a informatiei. Tinerii isi fac prieteni pentru tot in lume si se 
due chiar sa se intalneasca cu acestia. Cu ajutorul tehnologiei, “aceste generatii digitalizate, 
pro-active si dezinvolte au si instinct jurnalistice manifeste. Unele tin de abilitatile tehnologice: 
inregistreaza, filmeaza, fotografiaza, editeaza, produc continuturi multimedia”. 23 

5. Continutul de media, adaptat comunicarii in spatiul digital 

In mediul online, pentru a atrage cititorul este nevoie de grafica. Imaginea este cea care 
castiga cititorul din online, iar alegerea lui se face in mare parte in functie de ilustrarea grafica, 
foto sau video. Programele de editare foto sau video, animatiile, infografic-ul, hartile si 
diagramele sunt foarte populare pentru publicatiile din tara noastra, dar si din Occident. Si 
televiziunile au in programele lor de stiri continuri multimedia, ecrane digitale interactive. 
Acestea sunt de foarte mare ajutor pentru privitor sau pentru cititor, intrucat concretizeaza 
abstractul din statistici. Foarte populare sunt reportajele multimedia, unde povestea este 
prezentata artistic, cu ajutorul tehnologiei actuale: “Arta consta in a integra si a doza, in acelasi 
material, modalitatile (foto, video, audio, text), care imbraca cel mai eficient si transmite cel 
mai convingator diferitee tipuri de informatii, in asa fel incat povestea sa devina coerenta, 
captivanta si memorabila.” 24 

Cu toate ca imaginea este cea mai atractiva, jurnalismul de calitate presume, in primul 
rand, un text bun. In jurnalism, trecerea de la textul tiparit la textul online, a generat schimbarea 
modului de a gandi, de a scrie si de a structura texte. Trebuie sa se tina cont, dincolo de font si 
corp de litera folosit, de cromatica textului. Expertii in Web au constatat ca modelul piramidei 
inversate, folosit in jurnalismul de informatie, este cel mai potrivit pentru online, pentru ca ofera 
informatia esentiala in primul paragraf, capteaza atentia, urmand sa aduca la final chiar detalii 


22 http://iab-romania.ro/wp-content/uploads/2012/07/IAB-Europe-Mediascope-Romania-Launch-Event-Presentation-NM.pdf . 

accesatla 16.01.2017. 

23 Salcudean, Minodora, op. cit. p. 110. 

24 Salcudean, Minodora, op. cit. p. 114-115. 
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amuzante. Cercetatorii spun ca 79% dintre cititori scaneaza continutul unei pagini, in timp ce 
doar 16% citesc cuvant cu cuvant. Privirea utilizatorului Web se misca sub forma literei F. 25 
Pentru a fi eficient “textul in web trebuie sa se plieze pe caracteristicile mediului si sa tina cont 
de nevoia utilizatorului de a primi informatie repede, simplu, scurt si cuprinzator sau, 
dimpotriva, lung si multifatetat, de a sti despre ce este vorva inca din titlu si de a intelege ce se 
intampla inca din primul paragraf.” 26 

Pe Internet, spatiul nu este o problema, dar se recomanda ca un articol sa nu depaseasca 
4500 de semne, adica 3 pagini de ecran. Un articol pe Web trenuie sa fie structurat in blocuri 
de informatie, cu intertitluri. Trebuie sa se exploateze strategic cele doua dimensiuni care dau 
specificul mediului online, anume interactivitatea si resursele multimedia. In textul online se 
pot adauga link-uri, ce dau posibilitatea cititorului de a obtine informatii suplimentare, de a le 
conecta si de a le gestiona cu mai multa precizie. Cand se fac enumerari, autorii articolelor 
folosesc marcatori (bullets), ceea ce ajuta mult in organizarea textului pentru Web. Se permite 
folosirea cifrelor in titluri, iar cuvintele cheie din text se marcheaza cu bold. 

6. Social media 

Social media a aparut ca o necesitate actuala de dezvoltare si de intretinere a unui brand 
personal. Atat persoanele fizice, cat si cele juridice, institutiile de stat, vedetele, evenimentele 
au conturi proprii in social media. Social media este un termen ce se poate traduce prin medii 
sociale, insa tennenul a aparut si s-a impamantenit in limba engleza. Cele mai cunoscute retele 
de social media sunt: Facebook, Twiter, You Tube, Google+, Linkedln, Flickr, Blogger, 
Wikipedia, Second Life, Pinterest. 

In prezent, social media suscita cel mai mare interes in zona marketingului si a 
comunicarii. Pentru ca numarul utilizatorilor creste constant, aceste retele sunt vazute ca un 
spatiu cu potential cu potential financiar demn de a fi exploatat. Numarul de utilizatori ai 
Facebook a crescut de zece ori in ultimii cinci ani: “Daca Facebook era o tara, ar fi fost cea mai 
populata din lume! Compania a anuntat ca 1.39 de miliarde de oameni s-au logat pe Facebook 
in ultima luna si au stat pe News Feed, au comunicat cu prietenii si sa se uite la fotografii. Cu 
alte cuvinte, Facebook a depasit toata populatia Chinei, cea mai mare tara din lume, care are 
aproximativ 1.36 de miliarde de oameni.” 27 

S-a dezvoltat marketingul politic prin social media, iar prima mare campanie electorala 
dezvoltata prin noile media a fost cea a lui Obama din 2008. Mai aproape de noi a fost campania 
electorala a lui Klaus Iohannis, dezvoltata, si castigata, asa cum spun unii analisti prin social 
media. La anuntul ca este castigator, presedintele Klaus Iohannis a postat pe pagina sa de 
Facebook: “Ati scris istorie! Pentru prima data, online-ul a facut diferenta.” 28 Din perspectiva 
comunicarii de masa, social media constituie cea mai mare provocare pentru mass-media 
conventionale. Informatiile, dar si pseudoinformatiile ajung cu foarte mare rapiditate la public. 
Exista evenimente politico-sociale care au devenit importante datorita social media. Prin social 
media s-au initiat proteste de strada, s-au generat luari de pozitie si s-au creat grupuri de 
interese. Daca la inceput, jurnalistii de la noi au privit cu dezinteres retelele de socializare, acum 
acestia sunt activi pe blogurile lor sau pe facebook. 

7. Blogurile 


25 Ibidem , p. 120. 

26 Ibidem , p. 122. 

27 Facebook tocmai a devenit mai mare decat China! Cati utilizatori are cea maipopulara retea de socializare, 
http://www.voda.ro/online/facebook-tocmai-a-devenit-mai-mare-decat-china-cati-utilizatori-are-cea-mai-populara-retea-de- 

socializare.html . accesat la 16.01.2017. 

28 Salcudean, Minodora, op. cit. p. 137. 
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Blogul este o components a social media, insa il tratam separat pentru ca se intalneste 
pe undeva cu noul jurnalism. Evolutia acestui fenomen, sustinut de catre jurnalisti prin bloguri 
personale, a starnit discutii aprinse in randul aparatorilor jurnalismului clasic. Se considera chiar 
ca vocea blogerilor este auzita mai bine in orizontul activismului civic si comunitar. Jurnalistii 
de pe tot globul au descoprit placerea de a scrie pe blog si de a comunica cu cititorii lor. In 2005 
existau 5000 de bloguri in Romania, iar in 2006, numarul lor se dublase. “Blogosfera din 
Romania a numarat in 2015 putin peste 25k bloguri active (cel putin un post publicat), care au 
generat 2.3 milioane articole si 1.35 milioane comentarii. Media lunara de bloguri active in 
2015a fost de 11.357 bloguri.” 29 

Blogul a devenit o unealta de comunicare si de formare a opiniei, iar utilizatorii lui i-au 
intuit potentialul de comunicare, motiv pentru care a devenit “un instrument eficient de 
branding personal pentru jurnalisti, specialisti in marketing si PR, politicieni, intelectuali, 
artisti, specialisti in diferite domenii.” 30 Cu cat blogul este mai deschis interactiunii, cu atat este 
considerat a fi mai de succes. Numarul de comentarii, calitatea lor, like-urile si share-urile pe 
Facebook reprezinta barometrul cresterii sale. Un jumalist care scrie un blog si practica un 
jurnalism personalizat, neconventional, bazat pe nonne deontologice, intretine o forma hibrida 
de jurnalism, profesionist si cetatenesc. 

8. Incotro merge media? 

Prin digitalizarea media si adaptarea intregii vieti la node perspective de evolutie, tot 
ceea ce facem este sa ne ajustam constant imaginea virtuala si sa ne actualizam eul social. 
Obisnuintele de informare si consumul mediatic sunt strans legate de disponibilitatea nostra de 
fi conectati la nou. Jurnalistii au inteles ca publicul s-a mutat in online, mai mult decat in offline, 
iar performantele lor se masoara in vizitatori unici. Trusturile de presa au inteles ca obiceiurile 
de consum a informatiei se globalizeaza si au inceput sa investeasca in noul jurnalism, in noua 
cultura media, pentru a se adapta si a creste. Jurnalistii actuali trebuie sa faca diferenta dintre 
informatiile corecte si cele gresite, trebuie sa gestioneze cu atentie pseudoinformatiile, sursele 
si relatia cu utilizatorii, potentiali generatori de continut mediatic. 


BIBLIOGRAPHY 

Volume tiparite: 

1. Craia, Sultana, Dictionar de comunicare, mass-media si stiinta informarii, Bucuresti, 
Editura Meronia, 2008. 

2. Gutu, Dorina, New media, Bucuresti, Editura Tritonic, 2008. 

3. Milosescu, Mariana, Invata singur internetul, Bucuresti, Editura Teora, 2003. 

4. Popescu, Cristian Florin, Manual de jurnalism, vol. Ill, Bucuresti, Editura Tritonic, 
2004. 

5. Randall, David, Jurnalistul universal, (editie revazuta si adaugita), Iasi, Editura 
Polirom, 2007. 

6. Rosea, Luminita, Productia textului jurnalistic, Iasi, Polirom, 2004. 

7. Salcudean, Minodora, New media, Social media si Jurnalismul actual, Bucuresti, 
Editura Tritonic, 2015. 

Resurse online: 


29 Cate bloguri active sunt in Romania? - Social Media in Romania (2015), http://refresh.ro/2016/01 /social-media-in- 
romania-2015/ . accesat la 16.01.2017. 

30 Salcudean, Minodora, op. cit. p. 152. 


284 







JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


1. http://es.slideshare.net/claudiaza/periodismo-30-37020 , accesat la 15.01.2017. 

2. http://produsage.org/about , accesat la 15.01.2017. 

3. Cate bloguri active sunt in Romania? - Social Media in Romania (2015), 
http://refresh.ro/2016/01/social-media-in-romania-2015/ , accesat la 16.01.2017. 

4. Corporatii si organizatii media, precum BBC, CBS, UMG ofera prin intermediul You 
Tube, productii video, ca parte a programului de parteneriat. Sursa: 
https://en.wikipedia.org/wiki/YouTube , accesat la 16.01.2017. 

5. Facebook tocmai a devenit mai mare decat China! Cati utilizatori are cea maipopulara 
retea de socializare, http://www.voda.ro/online/facebook-tocmai-a-devenit-mai-mare- 
decat-china-cati-utilizatori-are-cea-mai-populara-retea-de-socializare.html , accesat la 
16.01.2017. 

6. http://iab-romania.ro/wp-content/uploads/2012/07/IAB-Europe-Mediascope-Romania- 

Launch-Event-Presentation-NM.pdf , accesat la 16.01.2017. 

7. Tim Berners-Lee, programator britanic, inventatorul si dezvoltatorul web-ului, in 
discursul de la conferinta TED: 

https://www.ted.com/talks/tim berners lee on the next web , accesat la 16.01.2017. 

8. https://ro.wikipedia.org/wiki/Crowdsourcing , accesat la 16.01.2017. 


285 














JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


THE PREPOSITION "VON" AND ITS FUNCTIONS 
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Abstract: In German, the preposition "von" is among primary prepositions whose characteristics 
are .'require words or groups of words (in dative, accusative, or both) and, in turn, they might be required 
by adjectives, nouns or verbs. This preposition, therefore determines many relationships and is the 
starting point, in this case having a meaning of place, time lapse announcing the starting point, now 
with a time meaning, the characteristic, attribute, the modal meaning and, last but not least, it has the 
main role in forming the agent. Also, "von " is part ofseveral phrases which I have tried to emphasize 
and explain their meaning. 


Keywords: primary prepositions, meaning and examples, “von ” - part ofseveral phrases 


Im Deutschen werden die Prapositionen sehr differenziert und mit vielen verschiedenen 
Beziigen gebraucht. Viele Prapositionen zahlen zu den primaren Prapositionen (nach der 
Wortstruktur), die eine relativ geschlossene Wortklasse bilden. 

„Die primaren Prapositionen regieren Worter und Wortgruppen zumeist im 
Dativ oder Akkusativ bzw. in beiden Kasus. Ein weiteres syntaktisches Merkmal der Mehrzahl 
der primaren Prapositionen ist, dass sie ihrerseits von Verben, Adjektiven oder 
Substantiven regiert werden konnen, wobei sie weitgehend oder vollig ihre lexikalische 
Bedeutung verlieren”. 1 

Im Folgenden werde ich von der Proposition von in dem Sinne der gemeinsamen 
syntaktischen Funktion sprechen. Proposition als Wortklasse bezeichnet die speziellen 
Stellungstypen als PrO-, Post- oder Circumstellung. 

Die Stellung der Proposition von 

Die Proposition von steht gewohnlich vor dem Wort, das sie regiert. 

Von in Prastellung: 

(a) Das regierte Wort ist ein Substantiv oder ein substantivisches Pronomen 
Zum Beispiel: Sie hat ein schones Geschenk von ihrer besten Freundin bekommen. 

Sie hat ein schones Geschenk von ihr bekommen. 

(b) Das regierte Wort ist ein lokales oder temporales Adverb 
Zum Beispiel: Von draufien habe ich seine angenehme Stimme gehort. 


1 Helbig Gerhard, Buscha Joachim, Deutsche Grammatik: Ein Handbuch fur den Auslanderunterricht. Langenscheidt: Berlin 
undMiinchen, 2001, Seite 353. 
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Von in Circumstellung 

Mit zweiter Praposition oder her hinter dem regierten Wort 
Zum Beispiel: Von 17 Uhr an sind meine Eltern zu Hause. 

“In Thiiringen feiert man von alters her das Maienfest”. 2 
Die Praposition von regiert nur einen Kasus (den Dativ) und driickt aus: 

Lokal 

(a) Allgemeiner Ausgangspunkt 

Zum Beispiel: Meine Freunde sind von Osterreich zuruckgekommen. 

Die Katze sprang vom Dach. 

(b) Spezifizierter Ausganspunkt (mit zweiter Praposition hinter dem regierten Wort - 
von...ab/an/aus mit Ortsangabe) 

Zum Beispiel: Von der Kirche ab sind es noch drei Kilometer bis zum nachsten Hotel. 

Ausgangspunkt einer Strecke (“ mit zweiter Praposition vor zweitem regiertem Wort, 
die den Zielpunkt angibt” 3 

Zum Beispiel: Wir werden von Bukarest bis Wien mit dem Auto fahren. 

Temporal 

(a) Zeitdauer mit Angabe des Anfangspunktes (mit zweiter Praposition hinter dem 
regierten Wort) 

von.an/ ab mit Zeitangabe 

Zum Beispiel: Von 9 Uhr an ist die Buchhandlung geoffnet. 

(b) “Mit bis als zweiter Praposition vor zweitem regiertem Wort” 4 

Zum Beispiel: Von 8 Uhr bis 16 Uhr haben die Studenten Unterrichtsstunden. 

Mit Datumsangabe 

Zum Beispiel: Ich freute mich fiber Ihren Brief von 15.3. 

Modal 

In diesem Fall driickt diese Praposition die Eigenschaft oder die stoffliche Beschaffenheit (vor 
Stoffnamen) aus. 

Zum Beispiel: Meine Mutter war eine Frau von groBer Schonheit 
Er schenkte ihr einen Ring von purem Gold. 

Die Praposition von erscheint in Passivsatzen (zur Angabe des Verursachers): 


2 Idem, Seite 386. 

3 Ibidem 

4 ibidem 
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Zum Beispiel: Jahrlich werden Stipendien von den Studenten beantragt. 

Diese Proposition hat noch einen anderen Sinn: Partitiv. Teil-von-VerhOltnis. Auswahl 

Zum Beispiel: Ich werde doch dem kleinen Madchen etwas von der Torte geben. 

Man gebraucht bei artikellosen Nomen im Singular statt des Genitivs oft von + Dativ, 
besonders wenn sie auf -s oder -z enden. 

Zum Beispiel: Die Mutter von Klaus ist erkaltet. 

- anstelle eines Genitivattributs, wenn kein Artikel gebraucht wird 

Zum Beispiel: Das ist ein Roman von Goethe geschrieben. 

-anstelle eines Adjektivattributs: 

Zum Beispiel: ein sechsjahriges Madchen - ein Madchen von sechs Jahren. 

Der Kolner Dom - der Dorn von Koln 
Die Proposition von hOngt von folgenden Verben ab: 
abhalten: Mein Freund hielt mich von der Arbeit ab. 
abhangen: Die Kinder hangen von den Eltern ab. 
abmelden: Die Eltern melden ihre Tochter von der Schule ab. 
abraten: Meine Freunde raten mir von diesem Ausflug ab. 
abweichen: Wir werden nie vom Gesetz abweichen. 
berichten: Herr Meyer hat den Angestellten von seinen Planen berichtet. 
sich erholen: Gisela muss sich von dieser Reise erholen. 
sich emahem: Der Lowe ernahrt sich mit / von rohem Fleisch. 
sich erzahlen: Der Chef erzahlt von seinen Planen. 
essen: Das Kind isst von der Torte. 

fordem: Mein Vater forderte von der Versicherungsgesselschaft Schadenersatz. 

halten: Was halten Sie von ihrem Rat? 

handeln: Dieses Buch handelt vom Ursprung des Menschen. 

horen: Ich habe diese Geschichte von einer Freundin gehort. 

Ich habe schon von ihrem Plan gehort. 
kommen: Seine Miidigkeit kommt vom Vitaminmangel. 
leben: Ich lebe von meinem Gehalt. 

lemen: Meine Tochter lernt von ihrer Grofimutter ein Volkslied. 
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sein: Dieser Roman ist von Goethe. 

singen: Der Junge singt von der Liebe. 

traumen: Die Mause traumen von einem Stuck Kase. 

trennen: Die Gasse trennt den Park vom Wohnviertel. 

iiberzcugcn: Sie iiberzeugte mich von ihrer Aufrichtigkeit. 

sich verabschieden: Mein Sohn verabschiedet sich von seinen GroBeltern. 

sich versprechen: Meine Tante verspricht sich von dieser Behandlung ein gutes Ergebnis. 

sich verstandigen: Der Dekan verstandigte mich vom Vortrag. 

verstehen: Meine beste Freundin versteht sehr gut von modernen Kunst. 

wimmeln: Es wimmelt auf der Wiese von Insekten. 

sich wiinschen: Otto wiinscht sich von seinem Vater einen Roller zum Geburtstag. 
zahlen: Das kleine Madchen zahlt schon von eins bis zehn. 

Ich beziehe mich auch auf die Fallen von Rektionen der Adjektive (A) und der 
Substantive (B) mithilfe dieser Proposition: 

(A) abhangig: Die Kinder sind von ihren Eltem abhangig. 
angetan: Ich bin von meinem Verlobten angetan. 

begeistert: Die Zuschauer waren von diesem Thctcrstiick begeistert. 

benommen: Meine Tante ist von deinem Benehmen benommen. 

besessen: Er ist wie vom Teufel besessen. 

frei: Er ist ein Burger frei von Gebuhrcn. 

lieb: Das ist sehr lieb von ihren Kolleginnen. 

nett: Das ist nett von meiner Freundin. 

uberzeugt: Der Rechtsanwalt ist von der Aufrichtigkeit des Angeklanten ubcrzcugt. 
voll: Sie ist voll von ihren Planen. 

(B) der Abschied: Das Madchen nahm von ihren Eltern Abschied. 

die Entfernung: Die Entfernung von Bukarest nach Wien betragt ungefahr 900 km. 

der Grub: Herzliche Griifie vom Mittelmeer. 

die Nahe: Meine Freundin wohnt in der Nahe von Bukarest. 

die Spur: In diesem Joghurt finden sich Spure von Sirup. 

der Wert: Dieser Schmuckgegenstand hat einen Wert von 2000 Euro. 

Die Proposition von erscheint in festen Wendungen, Redensarten und Sprichworter und 
hat verschiedene Bedeutungen: 

(a) ohne Artikel 
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von A bis Z gelogen/ erfunden - “vollstandig/ vom Anfang bis zum Ende gelogen/ 
erfunden” 5 

von alters her - “schon immer, seit Adam und Eva” 6 

von Amt(s) wegen - “dienstlich; (selbstandige) Handlungen oder Befugnisse aufgrund eines 
Atmes” 7 

von Anbeginn(an) - “sofort; vom Beginn an” 8 

ein klarer/ typischer Fall von denkste! - “Das war ein Irrtum!” 9 

eine Bulle von Kerl - “ein stammiger, kraftiger Mann” 10 

von Fall zu Fall - “in jedem Einzelfall” 11 

von Gottes Gnaden - “ohne demokratische Legitimation” 12 

von Gott verlassen sein - “bemitleidenswert / verriickt sein” 13 

nicht von gestern sein - “aufgeweckt/ modern/ flexibel sein” 14 

von Hand zu Hand gehen : “oft den Besitzer wechseln” 15 

von Haus aus - “der Herkunft nach; urspriinglich” 16 

Erster von hinten sein - “Letzter/ Schlechtester sein” 17 


5 Worterbuchfur Redensarten, Redewendungen, idiomatische Ausdriicke, Sprichworter, Umgangssprache: 
http://www.redensarten- 

index.de/suche.php?suchbegriff=—von%20A%20bis%20Z%20gelogen%20%2F%20erfunden&bool=relevanz&suchspalte% 
5B%5D=rart_ou 

6 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=von+alters+her+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 
7 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=von+Amt%28s%29+wegen+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 
8 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=von+Anbeginn+an&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

9 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=ein+klarer%2F+typischer+Fall+von+denkste&bool=relevanz&gawoe=an&suchspalte%5B 

%5D=rart_ou 

10 Idem: http://www.redensarten- 

index.de/suche.php?&bool=phrase&suchspalte%5B%5D=rart_ou&suchbegriff=von&gawoe=an&page=6 
n Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=von+Fali+zu+Fall+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

12 Idem: http://www.redensarten- 

index.de/suche.php?&bool=phrase&suchspalte%5B%5D=rart_ou&suchbegriff=von&gawoe=an&page=2 

13 Idem: http://www.redensarten- 

index.de/suche.php?&bool=phrase&suchspalte%5B%5D=rart_ou&suchbegriff=von&gawoe=an&page=2 
14 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=nicht+von+gestem+sein+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

15 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=von+Hand+zu+Hand+gehen&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

16 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=von+Haus+aus+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 
l7 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=Erster+von+hinten+sem+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 
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von Hundertsten ins Tausendste kommen - “umschweifig reden; sich in Details verlieren” 18 

von jetzt auf gleich -sehr schnell 

von Kindesbeinen an - “seit friihester Jugend” 19 

von Kopf bis Fuji - von oben bis unten 

(nur) von Luft und Liebe leben - “kein festes Einkommen haben” 20 
von Mund zu Mund gehen - “(Nachricht) sich schnell verbreiten” 21 
von oben herab -arrogant 

Alles Gute von oben : “Sprichwort, das in den unterschiedlichsten Zusammenhangen 
gebraucht wird. Dabei kdnnen die Kategorien oben/unten sowohl hierarchische als auch 
topographische Bedeutung besitzen” 22 

von Pontius zu Pilatus laufen/ rennen - “umstandlich an verschiedenen Orten etwas suchen / 
erledigen; mit einem Anliegen langwierig von einer Stelle zur anderen laufen” 23 

Schnee von gestern - “alt, langweilig; nichts Neues” 24 

schwer von Kapee sein - “nur langsam verstehen” 25 

von Sinnen sein - unaufmerksam 

von Tag zu Tag - mit jedem Tag; jeden Tag 

kein Kind/ Freund von Traurigkeit - “ein lustiger Mensch; jemand, der das Leben geniefit” 26 


18 Idem: http://www.redensarten- 
index.de/suche.php?suchbegriff= 
%5D=rart_ou 

19 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff= 

20 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff= 
5D=rart_ou 

21 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff= 
22 Idem: http://www.redensarten- 
index.de/suche.php?suchbegriff= 

23 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff= 
%5D=rart_ou 

24 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff= 

25 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff= 

26 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff= 
D=rart ou 


:von+Hundertsten+ins+Tausendste+kommen+&bool=relevanz&gawoe=an&suchspalte%5B 

von+Kindesbeinen+an+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

%28nur%29+von+Luft+und+Liebe+leben+&bool=relevanz&gawoe=an&suchspalte%5B% 

von+Mund+zu+Mund+gehen+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

Alles+Gute+von+oben+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

von+Pontius+zu+Pilatus+laufen%2F+rennen+&bool=relevanz&gawoe=an&suchspalte%5B 

Schnee+von+gestern+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

schwer+von+Kapee+sein+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

Kein+Kind%2F+Freund+von+Traurigkeit&bool=relevanz&gawoe=an&suchspalte%5B%5 
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von Tuten und Blasen keine Ahnung haben - “keine Ahnung von etwas haben oder 
inkompetent sein” 27 

von vorne/ vorn bis hinten - vollig 

von Zeit zu Zeit - manchmal 

von wegen - “1. nicht; auf keinen Fall; dem ist nicht so 

2. fugt man hinzu, wenn man wiedergibt, was jemand anderes gesagt / 

geschrieben 


(b) mit Artikel 

wie vom wilden/ tollen Affen gebissen - “unberechenbar/ verriickt sein” 29 

wie der Blinde von der Farbe reden/ sprechen - “iiber etwas urtelien; wovon man keine 
Ahnung hat” 30 

von der Biihne (des Lebesns) abtreten - “pensioniert werden ; eine Stellung aufgeben; 
sterben” 31 

vom Erdboden verschwinden - “ausgerottet werden; verschwinden” 32 
nicht vom Fleck kommen - keine Fortschritte machen 

von einem Fuji auf den anderen treten - “jemanden verargem/ beleidigen; jemandes 
Interessen verletzen” 33 

die Moral von der Geschichte - “die Konsequenz/ Lehre aus der Geschichte” 34 
von der Hand in den Mund leben - arm sein; keine Erpsarnisse haben 


27 Idem: http://www.redensarten- 
index.de/suche.php?suchbegriff= 
5B%5D=rart_ou 

28 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff= 

29 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff= 
B%5D=rart_ou 

30 Idem: http://www.redensarten- 
index.de/suche.php?suchbegriff: 
palte%5B%5D=rart_ou 
31 Idem: http://www.redensarten- 
index.de/suche.php?suchbegriff: 
chspalte%5B %5D=rart_ou 

32 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff: 

33 Idem:http://www.redensarten- 
index.de/suche.php?suchbegriff: 
e%5B%5D=rart_ou 

34 Idem: http://www.redensarten- 
index.de/suche.php?suchbegriff= 


=von+Tuten+und+Blasen+keine+Ahnung+haben+&bool=relevanz&gawoe=an&suchspalte% 

:von+wegen+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

=wie+vom+wilden%2F+tollen+Affen+gebissen+&bool=relevanz&gawoe=an&suchspalte%5 

=wie+der+Blinde+von+der+Farbe+reden%2F+sprechen+&bool=relevanz&gawoe=an&suchs 

:von+der+B%C3%BChne+%28des+Lebesns%29+abtreten+&bool=relevanz&gawoe=an&su 

=vom+Erdboden+verschwinden+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

=von+einem+Fu%C3%9F+auf+den+anderen+treten+&bool=relevanz&gawoe=an&suchspalt 


=die+Moral+von+der+Geschichte+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_o 


292 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


von zarter Hand - “von Frauenhand” 35 

nicht einfach vom Himmel fallen/ gefalien - “nicht von alleine/ ohne eigenes Zutun 
entstanden/ erreichbar sein” 36 

Locker vom Hocker - “unbeschwert; ohne groBe Anstrengung; spontan; entspannt” 37 

vom Holzchen aufs Stdckchen kommen - “umschweifig reden; abschweifen; von einem 
Thema zum anderen springen” 38 

von jemandem sehr eingenommen sein - “jemandem zugetan sein; jemandem mogen” 39 

sich vom Mund/ Munde absparen - “sich aufierst einschranken, um zu sparen” 40 

vom Pfad der Tugend abweichen - “lasterhaft werden” 41 

vom Pferd auf den Esel kommen - “schlechter als vorher sein” 42 

vom Regen in die Traufe kommen - “von einem schlimmen Zustand in einen noch 
schlimmeren geraten ” 43 

kein (grofler) Freund von etwas/ einer Sache sein - “etwas nicht mogen; nicht besonders 
schatzen” 44 


35 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=von+zarter+Hand+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 
36 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=nicht+einfach+vom+Himmel+fallen%2F+gefallen+&bool=relevanz&gawoe=an&suchspalte 

%5B%5D=rart_ou 

37 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=Locker+vom+Hocker+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

38 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=vom+H%C3%B61zchen+aufs+St%C3%B6ckchen+kommen+&bool=relevanz&gawoe=an& 

suchspalte%5B%5D=rart_ou 

39 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=von+jemandem+sehr+eingenommen+sein+&bool=relevanz&gawoe=an&suchspalte%5B%5 

D=rart_ou 

40 Idem: http ://ww w.redensarten- 

index.de/suche.php?suchbegriff=sich+vom+Mund%2F+Munde++absparen+&bool=relevanz&gawoe=an&suchspalte%5B%5 

D=rart_ou 

41 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=vom+Pfad+der+Tugend+abweichen+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rar 

t_ou 

42 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=vom+Pferd+auf+den+Esel+kommen+&bool=relevanz&gawoe=an&suchspalte%5B%5D=ra 

rt_ou 

43 ldem:Wdrterbuch fiir Redensarten, Redewendungen, idiomatische Ausdriicke, Sprichworter, Umgangssprache: 
http://www.redensarten- 

mdex.de/suche.php?suchbegriff=vom+regen+in+die+Traufe+kommen&bool=relevanz&gawoe=an&suchspalte%5B%5D=rar 

t ou 

44 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=Kein+%28gro%C3%9Fer%29+Freund+von+etwas%2F+einer+Sache+sein+&bool=relevan 

z&gawoe=an&suchspalte%5B%5D=rart ou 


293 










JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


der Mann von der Strafie - “der Durchschnittsburger” 45 

sich von schreiben konnen - “(umgangssprachlich: [mit gutem Grund] froh iiber etwas 
Erreichtes oder ein unerwartetes positives Ereignis sein: mit dem Zeugnis kannst du dich von 
schreiben)” 46 

von jeglicher Sachkenntnis getriibt sein - “ahnungslos / unwissend sein” 47 

vom Scheitel bis zur Sohle - “vollstandig; durch und durch; mit Leib und Seele; den 
gesamten Korper betreffend” 48 

etwas von der leichten Seite nehmen - “etwas nicht schwernehmen; nicht bekummert sein 
wegen etwas” 49 

jemanden von der Seite ansehen - “jemanden geringschatzig angucken” 50 

jemandem nicht von der Seite gehen - “in unmittelbarer Nahe bleiben” 51 

sich von seiner besten Seiten zeigen - “versuchen, einen guten Eindruck zu machen” 52 

jemandem dumm/schr'dg/schief von der Seite anquatschen - “frech / aufdringlich sein; 
jemanden belastigen / dreist ansprechen” 53 

vom Stamm/ Stamme Nimm sein - “raffgierig sein; Gewinn bedacht sein” 54 


45 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=der+Mann+von+der+Stra%C3%9Fe+&bool=relevanz&gawoe=an&suchspalte%5B%5D=ra 

rt_ou 

46 Idem:Duden: Wortart: Proposition, http://www.duden.de/rechtschreibung/von aus ab durch per seitens 

47 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=von+jeglicher+Sachkenntnis+getr%C3%BCbt+sein++&bool=relevanz&gawoe=an&suchsp 

alte%5B%5D=rart_ou 

48 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=vom+Scheitel+bis+zur+Sohle+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 
49 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=etwas+von+der+leichten+Seite+nehmen++&bool=relevanz&gawoe=an&suchspalte%5B%5 

D=rart_ou 

50 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=jemanden+von+der+Seite+ansehen+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart 

_ou 

51 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=jemandem+nicht+von+der+Seite+gehen+&bool=relevanz&gawoe=an&suchspalte%5B%5D 

=rart_ou 

52 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=sich+von+seiner+besten+Seiten+zeigen+&bool=relevanz&gawoe=an&suchspalte%5B%5D 

=rart_ou 

53 Idem:http://www.redensarten- 

index.de/suche.php?suchbegriff=jemandem+duirrm%2F+schr%C3%A4g%2F+schief+von+der+Seite+anquatschen+&bool=r 

elevanz&gawoe=an&suchspalte%5B%5D=rart_ou 

54 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=vom+Stamm%2F+Stamme+Nimm+sein+&bool=relevanz&gawoe=an&suchspalte%5B%5 

D=rart_ou 
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von der Stange sein - “bei Kleidung: nicht mafigeschneidert sein” 55 
wie von der Tarantel gestochen - unerwartet” 56 

von Tuten und Blasen keine Ahnung haben - “keine Ahnung von etwas haben oder 
inkompetent sein” 57 

von der Wiege bis zur Bahre - “das ganze Leben lang” 58 

eine Frau/ ein Mann von Welt —“ jemand mit Weltkenntnis / gewandtem Auftreten / feiner, 
weltlaufiger, zivilisierter, eleganter Lebensart; ein vielseitiger Mensch / Kosmopolit” 59 

In dem vorliegenden Beitrag habe ich versucht hervorzuheben, dass diese Proposition wie alle 
primaren Prapositionen (zum Beispiel: an, auf, hinter, in, neben, iiber, unter, vor, zwischen - 
mit Dativ und Akkusativ, aus, bei, mit, nach, zu - mit Dativ, bis, durch, fur, gegen, ohne, um 


5S Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=von+der+Stange+sein+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart_ou 
56 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=wie+von+der+Tarantel+gestochen+&bool=relevanz&gawoe=an&suchspalte%5B%5D=rart 

_ou 

57 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=von+Tuten+und+Blasen+keine+Ahnung+haben+&bool=relevanz&gawoe=an&suchspalte% 

5B%5D=rart_ou 

58 Idem: http://www.redensarten- 

index.de/suche.php?suchbegriff=—von%20der%20Wiege%20bis%20zur%20Bahre&bool=relevanz&gawoe=an&suchspalte 

Tl=rart ou&suchspalten=rart varianten ou 

59 Idem: http://www.redensarten- 

index.de/suche.php?&bool=phrase&suchspaltc%5B ( 7c5D=rart ou&suchbcgritf=von&gawoc=an&pagc=4 
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mit Akkusativ) in der Gegenwartssprache nicht als Ableitungen und Zusammensetzungen 
erkennbar ist. Ich habe auch viele Wendungen, Redensarten und Sprichworter hervorgehoben 
(in denen von erscheint) und habe ihren Sinn erklart. 
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THE ROLE OF HUNGARIAN CULTURE IN THE DEVELOPMENT OF 
ROMANIAN CULTURAL MOVEMENT DURING THE 18TH AND 19TH 

CENTURIES 


Nagy Imola Katalin 

Lecturer, PhD., Sapientia University ofTirgu Mures 


Abstract: In this article we intend to outline the cultural profile of the last half of the eighteenth century 
and the first half of the nineteenth century. It is well known that the movement of the Transylvanian 
School was the promoter of modernization of Romanian culture in this century, its representatives are, 
in many respects innovators and pioneers: they wrote the first dictionary, the first grammar, the first 
history books, they lay the foundations of terminology in English and they are among the first 
translators. We want to reflect on how the representatives of the Transylvanian School, their immersion 
in Hungarian cultural life of the time contributed to their pioneering work in promoting Romanian 
culture. We highlight the role of cultural institutions, e.g. the schools in Cluj, Aiud, etc., different 
libraries and the typography at the University of Buda in terms of production and propagation of 
Romanian books, as well as promoting young Romanian intellectuals. 


Keywords: Romanian culture, Hungarian culture, cultural institutions, Typography of Buda University, 
Transylvanian School 


Pentru a putea mjelege importanja momentului pe care il vom aborda in acest articol, 
este necesara schijarea unor elemente legate de perioada precedents in cultura romana, epoca 
in care apar primele manifestari ale culturii scrise. Epoca in care s-a produs trecerea de la 
rclatiilc medievale la renascentism si umanism, este o epoca de mari miscari si contradictii in 
toata Europa, cu atat mai mult in spatiul plin de convergence ale Europei centrale. „Cercetarea 
istoriei ideilor ingaduie observatia potrivit careia aspiratiile omului european cuceresc 
comunitatile umane traind in arealul dincolo de capitala Habsburgilor. Contactele si dialogul 
Orient-Occident ... ofera o alta imagine a gcogradei cultuale si culturale europene, aduc in 
lumina vechimea tentatiei lui Homo Europaeus, prezent in constiinte nu numai la apuseni, la 
germanii si austriecii din Europa de mijloc, ci si la greci, sarbi, croati, romani, bulgari, rusi, 
slovaci, cehi, polonezi, maghiari, sloveni. In Sud-Est, mutatiile mai mici sau mai mari izvorasc 
din interiorul religiei.... Biserica isi exercita, in evul mediu si in zorii epocii modeme, puterea 
dinamizatoare, dar si aceea conservatoare, ea dominand scena intereselor politice si culturale... 
Este perioada in care in Moldova se studiaza limbile greaca, slavona, latina ; de asemenea, 
teologia, filosofia, retorica, poetica, dialectica, aritmetica, geometria, astronomia, gramatica si 
muzica. Sa retinem ca prin activitatea carturareasca a mitropolitului Varlaam ia fiinta cunoscuta 
tipografie de la Trei Ierarhi, ca opera sa, Cazania, contribuie la dezvoltarea limbii literare si ca, 
prin Raspuns la Catheismul calvinesc, el este cel ce stimuleaza lupta ortodocsilor romani din 
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Transilvania pentru apararea propriei religii... Reactia vehementa a prelatului moldav indica o 
simptomatica faza a razboiului confesional care, pornit in Occident cu un veac mai devreme, se 
extinde ... la mijlocul si in a doua jumatate a veacului al XVII-lea, aratand premisele unei epoci 
de modificare a mentalitatilor. Insesi solutiile domnitorilor romani sunt stimulate de lupta dintre 
Reforma si Contrarefonna.” (Neumann 1997: 55) 

Rolul jucat de reforma protestanta in catalizarea viejii culturale romanesti este subliniat 
de catre Farkas (2010: 57-63). Primul document redactat in limba romana si parvenit pana azi 
este Scrisoarea lui Neacsu din Campulung catre primarul orasului Brasov, Hanas Begner (Hans 
Benkner) din 1521, scrisoare despre unele miscari si planuri de atac ale turcilor. Aparitia limbii 
romane in liturgia religioasa insa are cauze exteme. In Europa secolului al XV-lea se produce 
despartirea de limba latina in serviciile religioase (in Boemia prin Ian Hus, in Germania prin 
Martin Luther). Specialistii in lingvistica romana au lansat doua teorii legate de aparitia 
primelor texte religioase in limba romana: prin influenta husitismului respectiv prin influenta 
luteranismului. Influenta husitismului se regaseste, in primul rand, in activitatea culturala care 
s-a desfasurat la manastirea Peri din Maramures. Cercetatorul Ion Clopotel este de parere ca 
primele incercari de scriere romaneasca s-au facut in Maramures, si anume la manastirea din 
Peri : „pentru a impiedica patrunderea influentelor altor biserici in acele teritorii, inflacaratii 
calugari din Peri s-au consacrat unei activitati carturaresti de primul ordin, lor li se datoresc 
primele traduceri in romaneste din cartile liturgice bizantine si slavone, probabil si din limba 
greaca-bizantina si latina.” (Clopotel 1970: 11) Ideea originii latine a limbii si nasterea limbii 
literare pe teritoriul Transilvaniei (transformate ulterior in mitul originii, dupa Lucian Boia, 
1997) sunt unanim acceptate de catre toti cercetatorii romani, printre care si Sextil Puscariu (cf. 
Clopotel 1970), care crede ca rolul Transilvaniei in fonnarea limbii romane literare rezida in 
imprejurarea ca traducerile efectuate aici sunt scutite de influentele limbii grecesti, ruse sau 
turce. Trebuie remarcata aici activitatea diaconului Coresi din Targoviste care scoate primele 
tiparituri in limba romana la Brasov in a doua jumatate a secolului 16. La Brasov se infiinteaza 
si prima scoala romaneasca pe langa biserica de la Scheii Brasovului, infiintarea scolii fiind 
sustinuta de catre primarul sas al orasului. 

Daca primele scrieri utilizeaza alfabetul chirilic, o prima folosire a alfabetului latin este 
atestata printr-un document transilvanean scris dupa conventiile alfabetului maghiar la sfarsitul 
secolului 16. Etnograful Cornel Irimie scrie, in Contemporanul din 26 iulie 1968, despre 
existenta unei tipamite la Sibiu, tipamita considerate a fi cea mai veche tipografie din 
Transilvania; aceasta ar fi functionat acolo din 1528, cu litere latine si chirilice. „In acel an 
tiparea o gramatica latina dascalul Thomas Gemmarius. In 1530 imprima un tratat despre 
ciuma. O moara de hartie fu instalata in Orlat in 1534. In Sibiu s-a tiparit cea dintai carte, un 
catehism luteran, in limba romana, in 1544, din care nu s-a pastrat nici un exemplar. In 1546 
aparea un tetraevanghel slavon. Iar in 1551-53, Lilip Moldoveanu (zis Lilip Maler) a imprimat 
un tetraevanghel slavo-roman” (Clopotel 1970: 37). 

In secolul al XVII-lea, activitatea de traducere si editare de carti tiparite continua. In 
1648 apare Noul Testament de la Balgrad, iar in 1688 Biblia de la Bucuresti. Catre mijlocul 
secolului al XVII-lea apar si tipariturile pe teritoriul Moldovei, si anume Cazania lui Varlaam 
sau Cartea romaneasca de invatatura in 1643, Raspunsul fmpotriva catehismului calvinesc al 
aceluiasi autor in 1645, respectiv operele de traducere si prelucrare ale mitropolitului Dosoftei: 
Liturghierul, Molitvenic de-ntales, Octoih, Psaltirea de-ntales. Dosoftei mai tipareste la Uniev, 
in Polonia, Psaltirea in versuri in 1673, precum si Vietile sfintilor, la Iasi, intre 1682-1686. 

Prima §coala romaneasca aparea deci la Bra§ov in 1559. Primul manual romanesc era 
traducerea Catehismului luteran al lui Martin Luther, publicat la Sibiu in 1544. Mai multe carp 
romanesti inspirate de reforma protestanta au fost tiparite de catre Coresi (Farkas 2010: 58) cu 
ajutor venit din partea viejii culturale maghiare. De exemplu publicarea volumului Tilcul 
evangheliilor, scos de Coresi in 1564, a fost finan(ata de catre nobilul maghiar Miklos Forro, 
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iar cheltuielile legate de aparitia Paliei de la Oracle (1582) au fost suportate de catre Geszthy 
Ferenc din Deva. (Farkas 2010: 58) Galdi Laszlo in studiul Az erdelyi magyar tudomanyossag 
es a kolozsvari egyetem hatasa a roman tudomanyra (1941) demonstreaza faptul ca Palia, pe 
langa finantarca venita din partea nobilului maghiar, a avut drept model traducerea Bibliei in 
limba maghiara facuta de catre clujeanul Gaspar Heltai. Ba mai mult, ideea publicarii primei 
Biblii romane§ti ii aparfine principelului Gabor Bethlen, datorita §colii fondate de acesta §i 
tipografiei de la Alba lulia aparand, in 1651, prima traducere a unui psalm din limba ebraica 
in limba romana. Tn 1570, in tipografia clujeana a lui Heltai era tiparita prima carte de cantece 
religioase in limba romana, folosindu-se caractere latine (Galdi, 1941, 286-287). 

in secolul al XVII-lea la colegiile de la Alba lulia, Cluj §i Aiud studiau tot mai mulfi 
tineri romani, acest contact cu lumea stiintifica §i culturala maghiara catalizand procesul 
ridicarii §i dezvoltarii culturii romane prin formarea unei paturi importante de intelectuali. 
Limba romana ca subiect §i materie de studiu din programa scolara oficiala a fost introdusa 
pentru prima oara la colegiul Bethlen din Aiud (Galdi, 1941, 287). La acest colegiu erau colegi 
de clasa Ferenc Papai Pariz, renumitul medic, autor de dicfionar §i om de stiinja de renume 
eruropean §i fiul traducatorului de psalmi, Mihail Halici, tanarul Mihail Halici. Acesta este 
cunoscut astazi drept unul din primii versificatori ai culturii romane si pionierii lexicograliei 
romancsti, ambele activitafi Hind inspirate de prietenia §i colaborarea cu Papai Pariz: „Pe cand 
era pe bancile gimnaziului, a versificat o poezie in limba latina, dedicata prietenului sau.... 
Autointitulat „Valachus Poeta”, Halici a devenit celebru prin oda scrisa la 1 iunie 1674 
prietenului sau Franciscus Pariz Papay, cu ocazia objinerii de catre acesta a titlului de doctor in 
medicina. Aceasta oda este prima poezie din literatura romana scrisa in hexametre si 
pentametre. Dcsi ortogralia odei are influenje maghiaro-sascsti, toate cuvintele ei sunt de 
origine latina. 

Cea mai importanta opera a lui Mihai Halici este un vocabular romanesc-latinesc, 
Dictionarium valachico-latinum, cu 5.000 de cuvinte. Scris cu litere latine §i cu ortogralia 
ungaro-saseasca obisnuita in cercurile romanilor calvini, dicjionarul este foarte valoros intrucat 
reda limba tarancasca din Banat. Insemnatatea acestei lucrari nu sta numai in bogajia 
materialului lexical ci, mai ales, in faptul ca pentru intaia oara se pune alaturi, intr-o lucrare 
lexicogralica, limba romana cu cea latina din care s-a nascut.” 1 

Problema destinului culturii romane§ti a fost abordata §i ridicata pentru prima data la modul 
serios de catre acei tineri romani care au studiat la scolilc iezuite §i piariste din Cluj, la fcolile 
greco-catolice din Transilvania §i la Univcrsitatile de la Cluj, Buda, Roma sau Viena sau Cluj. 
Ideea unitajii de limba a romanilor §i con§tiin(a nation ala romaneasca s-au nascut, crede Farkas 
(2010: 57-63), in atmosfera din institujiile culturale maghiare importante ale secolelor XVIII 
§i XIX (biblioteci, scoli, universitatea si tipografia Universitajii de la Buda). 

Printre studenjii scolii piariste de la Cluj ii mcntionam pe loan Molnar Piuariu, primul 
medic roman cu studii superioare in stiintclc medicale si autorul primului tratat §tiin(ific in 
limba romana Paraenesis (1791), Teodor Racoce, care a scos primul manual de lecturi in limba 
romana in Bucovina, Chrestomaticul romanescu sau adunare a tot feliul de istorii §i alte 
faptorii scoase din autorii dipe osebite limbi (1817) 2 , sau Gheorghe Lazar, care a studiat la 
colegiul piarist din Cluj intre anii 1799 si 1805, dupa care a urmat studii de teologie la Viena. 
Intors in Transilvania, a intrat in conflict cu autoritatilc biserice§ti §i s-a mutat in Jara 
Romaneasca, unde a fondat, in 1818, prima scoala romaneasca, Scoala romana de la Sfantul 
Sava, organizat dupa modelul colegiului piarist clujean (Galdi, 1941, 295). In 1813 Gheorghe 
Asachi inaugureaza la Iasi invatamantul in limba romana, si 1820 acesta vine in Ardeal cu 


1 http://enciclopediaromaniei.ro/wiki/Mihail Halici 

2 http://dragusanul.ro/teodor-racoce/ 
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scopul de a invita profesori ardeleni, cu permisiunea guvematorului Transilvaniei. Mai tarziu, 
in anul 1834, tot la indemnul lui Asachi merge la Iasi profesorul Eftimie Murgu, absolvent de 
filosofie §i de drept al universitapi din Buda (inmatriculat cu numele de Murgu Eutimiusz). 
Maria Berenyi dedica un capitol lung activitapi lui Murgu, in care arata: „In 1826 trece la 
Budapesta, unde ramane pana in 1834. Aici Murgu a studiat mai intai filozofia, apoi dreptul. 
Diploma de avocat a obpnut-o la 28 septembrie 1832. A fost coleg cu Andrei Mocioni, 
Gheorghe Ioanovici, Paul Vasici, loan Dobran, Meletie Dreghici, Mihail Tomici, Petru Moaler 
Cimpeanu, Stefan Mano, loan Ratiu §i alpi. In cursul studiilor sale a fost instructorul contelui 
Eszterhazy P. cu care a facut calatorii de studii in Anglia, Franja, Germania si Italia, (ari ale 
caror limbi le invajasc.... In vara anului 1834 va pleca spre Iasi, dupa ce va obtinc titlul de 
doctor in drept universal al Universitapi din Pesta. Aici se afla §i prietenul sau de idei §i nazuintc 
de la Universitatea din Pesta, Damaschin Bojinca. Murgu e numit profesor de filozofie §i drept 
natural. I§i cite§te primul curs, care era viu, cu aplicapi la starile de atunci din Moldova, lecpile 
lui au facut pe auditorii sai sa se gandeasca, sa ia atitudine. Boierimea §i domnitorul Mihai 
Sturdza erau nemultumip de libertatea prea mare ce o manifesta Murgu la cursurile lui. Astfel, 
el intra in conflict cu domnitorul moldovean §i cu Gheorghe Asachi. Nu gascstc teren prielnic 
pentru a-§i dezvolta principiile. Sant dovezi ca era stimat de elevii sai, dintre care unii vor avea 

roluri importante mai tarziu, ca de pilda frapi Scriban sau Ion Ionescu (De la Brad). 

Stapanirea se alarmeaza: acest filozof banajean rascole§te lumea. Domnul Moldovei il cheama 
- scrie Barij - pe Murgu la sine §i ii spune: ip maresc leafa, numai sa te la§i de filozofie §i sa 
numai vorbesti nimic despre cutare lucruri. Murgu nu accepta, pentru el funcpa de profesor nu 
insemna o sursa de cxistcnta, ci o misiune, un apostolat. In mai 1836 ip da demisia si trece la 
Bucure§ti. Din 1837, la Academia Mihaileana, in locul lui a predat cursul de filozofie fostul sau 
coleg de la Pesta, Petru Moaler Cimpeanu (originar din Otlaca). ” 3 (Berenyi, 2013, 87-105) 

Gheorghe Bogdan Duica (cf. Galdi, 1941,295) arata ca formapa intelectuala a lui Murgu 
a fost profund influenjata de fostul sau profesor de filosofie Janos Imre. Profesorul maghiar a 
fost cel care a militat printre primii pentru introducerea limbii mateme in studierea filosofiei, 
pnandu-p cursul de la universitatea de la Buda in limba maghiara. Urmand exemplul fostului 
sau profesor, la Scoala Vasiliana din Iasi, Murgu isi va pne cursul de filosofie in limba romana. 
Modelul cursului sau 1-a constituit cartea lui Janos Imre, Amicum foedus rationis cum 
experiantia, aparuta la Pesta in 1830. 

Alp tineri romani, dcvcnip intelectuali de marca ai culturii romane, precum Simion 
Barnujiu, August Treboniu Laurian, Alexandru Papiu Ilarian, Aron Pumnul sau Iosif Hodos au 
studiat filosofie sau drept la Cluj. Barn up u a devenit ulterior rectorul Universitapi din Iasi, 
August Treboniu Laurian a fost decan al Facultapi de litere din Bucure§ti. Insasi Vicor Babes 
mai tarziu, a studiat la Budapesta §i a primit bursa de la statul maghiar pentru a pleca la Paris 
sa studieze sub indrumarea lui Louis Pasteur si a lui Rudolf Virchow (Galdi, 1941, 297). 
Mi§carea culturala care marcheaza determinant profilul secolul al XVIII-lea si determina 
hotarator drumul culturii romanesti in secolul XIX este §coala Ardeleana, o miscare ideologica 
de la sfarsitul secolului al XVIII-lea si inceputul secolului al XlX-lea din Transilvania. Aceasta 
miscare a fost considerate expresia luptei romanilor pentru drepturi egale cu celelalte natiuni 
ardelene din Imperiul Habsburgic. Miscarea are si un program politic, intitulat Supplex Libellus 
Valachorum Transilvaniae, tiparit la Cluj si elaborat de Gheorghe Sincai, Piuariu Molnar s.a. 
Ideile Scolii Ardelene sunt idei iluministe, principiile de egalitate, libertate, temeiul dreptului 
natural si al contractului social si educarea prin cultura a romanilor ardeleni. Generatia propriu- 
zisa a Scolii Ardelene, compusa din George Baripu, Simion Bamupu, Timotei Cipariu, Andrei 
Murasanu, A. T. Laurian, Aron Pumnul este precedata de o generatie care pregateste miscarea 


3 Asupra caruia revenim in articol 
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luminista a Scolii Ardelene, dintre acestia ii amintim pe: Inocentiu Micu, nepotul lui Samuil si 
loan Piuariu Molnar, loan Barac, Gheorghe Sincai, Petru Maior, Ion Budai-Deleanu, Vasile 
Aaron, Vasile Popp, Radu Tempea, Gheorghe Lazar, s.a. 

Figura cea mai importanta a precursorilor si creatorul premiselor miscarii este episcopul 
Ion Inocentiu Micu-Klein, care elaboreaza si lanseaza, in discursul cultural al romanilor 
ardeleni, teza privind originea romana, vechimea poporului roman si continuitatea romanilor in 
Dacia, sustinand dreptul la invatatura al romanilor si egalitatea in drepturi a acestora. 
Reprezentantii cei mai cunoscuji ai miscarii Scolii Ardelene sunt Samuil Micu Klein (1745- 
1806), Gh. Sincai (1754-1816), Petru Maior (1761-1821), Ion Budai-Deleanu (1760-1820), 
autorul primei si unicei epopei terminate din literatura romana: Tiganiada. 

Reprezentantii Scolii Ardelene pun bazele lingvisticii romanesti si ale filologiei romane 
modeme. Ei sustin introducerea alfabetului latin in locul celui chirilic, ei realizeaza primele 
cercetari privind structura gramaticala a limbii romane, inlatura exagerarile purismului latinist. 
Ei contribuie la formarea unui limbaj filosofic (S Micu traduce lucrarile lui Fr. Ch. Baumeister- 
Logica, Invatatura metafizica, Legile firei, Etica si Politico sau filosofia cea lucratoare). 
Budai-Deleanu pune bazele terminologiei juridice romanesti, prin traducerea Codului Civil si a 
Codului Penal. Budai-Deleanu da si prima epopee a literaturii romane, prin Tiganiada. Prin 
activitatea Scolii Ardelene cultura romana intra intr-o etapa de modemizare, trecand de la 
traditia slavo-bizantina la o cultura romaneasca de esenta latina. 

Dintre lucrarile lor istorice amintim: S. Micu: Istoria si lucrurile si intdmpldrile romanilor ; Gh. 
Sincai: Hronica romanilor si a mai multor neamuri; Petru Maior: Istoria pentru inceputul 
romanilor in Dacia (Buda, 1812). 

Dintre lucrarile filologice se cuvin menjionate: S. Micu si Gh. Sincai: Elementa linguae 
daco-romanae sive valachicae, 1780, prima gramatica a limbii romane, scrisa in latineste; Ion- 
Budai Deleanu: Fundamenta grammatices lingua romanicae; Temeiurile gramaticii romanesti 
(prima gramatica modema a limbii romane); Samuil Micu: Carte de rogacioni, 1779, in 
romaneste, cu litere latine; Petru Maior: Disertatie pentru inceputul limbii romane: Dialog 
pentru inceputul limbii romane intre nepot si unchi', S. Micu, P. Maior si altii: Lexiconul de la 
Buda sau Lexicon Budense, primul dictionar al limbii romane, 1825. 

Insa in ce mediu s-a format ideologia §colii Ardelene §i care au fost catalizatorii acestei 
orientari, ce anume §i cine anume a facut posibila aparitia acestei grupari care a efectuat un salt 
atat de important in istoria culturii romanesti? Intr-o carte dedicata penetrarii spiritului european 
in cultura romaneasca, in secolul luminilor, Victor Neumann, porneste de la definirea unor 
coridoare culturale care leaga mediul cultural ardelean de mediile intelectuale din Apusul 
Europei. Una din componentele fundamentale ale acestui transfer si imprumut cultural o 
reprezinta bibliotecile, care devin „un adevarat plaman, respirand aerul culturii europene; prin 
ele nu numai ca patrunde, dar se si satureaza imaginea omului modern.” (Neumann 1994: 145) 
Principalele mijloace de comunicare cu Europa sunt cartile, si in centrele urbane mai mici sau 
mai mari ale Transilvaniei (Sibiu, Blaj, Alba Iulia, Cluj, Targu-Mures, Aiud, Oradea, etc) cartea 
patrunde prin intermediul intelectualilor, al aristocratilor, al negustorilor ambulanti. Astfel, 
Bruckental infiinteaza, la Sibiu, o biblioteca publica de rang european. In 1747 apare biblioteca 
de la Blaj, iar la Alba Iulia Ignac Batthanyi infiinteaza una din cele mai valoroase colectii 
documentare din Europa. La Targu-Mures, Samuel Teleki infiinteaza o biblioteca nobiliara 
impresionanta. Pe linga manastirile catolice iau nastere, de asemenea, institutii bibliotecare 
importante (Arad, Radna, Deva, Cluj, Oradea). „Blajul, de exemplu, are o biblioteca 
romaneasca, datorita, in primul rand invatamantului care se dezvolta aici. Gimnaziul, liceul si 
seminarul sunt institutii de prim rang in dinamizarea procesului de cunoastere, activitatea lor 
fund direct conditional de preocuparile carturarilor, de generatia dascalilor luninisti Gr. 
Maior, L. Moschonas, S. Caliani, I. Lemeni, T. Cipariu, I. M. Moldovan, N. Pauletti s.a. 
Posesori ai unei veritabile colectii de carte europeana, profesorii Blajului circula in spatiile 
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culturale invecinate sau mai indepartate spre a crea acel univers livresc de tip enciclopedic atat 
de necesar in descatusarea spiritelor. Ei intretin legaturi cu Buda, Viena, Lemberg, Kiev, 
Bucuresti, Ramnic, Galati... Prin Gh. Sincai se stabilesc contactele cu Buda, prin Grigore Maior 
cu Viena, prin Budai-Deleanu cu Polonia, prin Timotei Cipariu cu Bucuresti si Ramnic. 
Bibliotecile particulare alcatuiesc dovada, tocmai datorita amintitelor forme de comunicare, a 
unui extraordinar punct al interferentelor pe harta culturii luministe din Europa Est-Centrala.” 
(Neumann 1994: 145-146) La Blaj, ia fiinta o deosebit de bogata biblioteca, in care se gaseau 
carti didactice europene, lucrari de gramatica, de retorica, editii din claisici antici (Cicero, Titus 
Liviu, Ovidiu, Cato, Esop), lucrari de istorie, de matematica, de fdosofie. Tot la Blaj apare si o 
tipografie, „rezultat ul unui fructuos schimb de valori culturale si tehnice romano-maghiare. 
Una din cercetarile documentare intreprinse de istoricul Jako Zsigmond ne destainuie 
colaborarea lui Aron si Gheronte Cotorea ( inspector Typographiae ) cu tipograful Colegiului 
Reformat din Cluj, Szekely Paldi Istvan, instruit in Olanda, continuator al celebrului 
Misztotfalusi Kis Miklos (cel ce, la sfarsitul secolului al XVII-lea, pusese bazele confectionarii 
artistice a literelor de tipar.” (Neumann 1994: 146) Aceasta colaborare cu mediul cultural 
maghiar a facilitat impamantenirea tiparului latin la romani. 

Biblioteca fondata de catre Samuel Teleki la Targu-Mures contribuie, si ea, la 
inchegarea acestui coridor cultural care viza legaturile spirituale cu Vestul Europei, in special 
cu Viena (contele Teleki este cel caruia i se datoreaza primul catalog stiintific sistematic de 
biblioteca din spatiul acesta. Care sunt rezultatele acestei efervescente culturale si spirituale? 
„Se va crea o constiinta a elitei de care nu este strain carturarul roman, maghiar, evreu sau 
german din Transilvania. Fapt este ca biblioteca are un profil enciclopedic si ca din bogatia sa 
spirituals se vor hrani cu totii; se va obtine o cunoastere a istoriilor multietnice, va fi provocata 
o curiozitate fata de orice alter ego.” (Neumann 1994: 153) 

Valoarea cartilor procurate de catre contele Teleki in timpul sederii sale la Viena este 
inestimabila. Aici vor intra si memoriul colectiv Supplex Libellus Valachorum, sau operele lui 
Micu, Sincai, Maior. Un rol extrem de important este jucat si de biblioteca lui Samuel von 
Brukental, care intervine in propagarea acelui suflu european si intercultural care face ca 
schimburile si legaturile dintre culturile ardelene sa se intensifice tot mai mult. Batthyaneum- 
ul din Alba Iulia, biblioteca lui Ignac Batthyany aduce cea mai importanta colectie de biblii din 
Europa precum si un numar impresionant de incunabule. Aici se afla si o scriere a lui Cantemir, 
Historisch-Geograpisch und Politisch. Beschreinbung der Moldau, care a fost citit aici de catre 
Iosif Mehesi, cel care contribuie la redactarea si inaintarea Supplex- ul la Viena. Dialogul 
european instituit prin intermediul cartii are o traditie in Transilvania, ceea ce explica 
numeroasele contacte cultuale si culturale de aici. Climatul de efervescenta culturala intretinut 
de bibliotecile ardelene se va rasfrange si in mediile romanesti. Aceasta schimbare de 
mentalitate din Ardealul luminist face posibila aparitia unei miscari de emancipare a romanilor 
ardeleni, care culmineaza prin redactarea Supplexului. 

Contele Ferenc Szechenyi pune bazele renumitei biblioteci Szechenyi de la Pesta, „in 
biblioteca sa se va tezauriza tot ceea ce este esential in materie de carte luminista si tot aici se 
va crea un cadru propice studiilor lilologice initiate in primii ani ai secolului al XlX-lea de 
Kovachich Gyorgy. Sub aceeasi cupola se vor intalni carturari de seama ai luminismului 
rasaritean si aceeasi institute isi va aduce o contributie remarcabila in cercetarea si 
modemizarea limbii maghiare.” (Neumann 1994: 199) Biblioteca lui Szechenyi si activitatea 
intelectuala de acolo intervin in cea mai grea dintre schimbari, si anume schimbarea mentalului 
colectiv, prin depasirea ignorantei, prin cultivarea unui spirit erudit. In aceasta biblioteca 
lucreaza si Gheorghe Sincai, acolo este prim colaborator al lui Kovachich, aici ia contact cu 
noile tendinte in istoriogralie, aici invata tehnicile de editare a izvoarelor. Are acces, ca si 
Alexandru Papiu Ilarian si August Treboniu Laurian mai tarziu, la cele trei volume ale 
celebrului catalog Index alter libros Bibliotechae Hungaricae Szechenyiano regnicolaris in 
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scientiarum ordines, precum si la volumele din diferite domenii (istorie, istoria culturii, istoria 
bisericilor, geografie, hermeneeutica, literatura maghiara si universala) din colectia absolut 
remarcabila a bibliotecii. 

Un moment deosebit de important este in fi in (area tipografiei Universitatii de la Buda 
(universitate fondata la Nagyszombat in 1635), tipografie care este „o simbioza a vietii sociale, 
politice si culturale a mai multor natiuni in formare din centrul si sud-estul continentului, avand 
un rol important in adunarea si raspandirea cunostintelor in perioada cuprinsa intre anii 1777- 
1849.” (Neumann 1994: 201) §coala Ardeleana §i secpia romana a Tipografiei Universitapii din 
Buda reprezinta „notiuni de baza in istoria culturii romane§ti. Angajapii tipografiei, Samuil 
Micu Clain, Gheorghe §incai §i Petru Maior, s-au bucurat de toata increderea superiorilor, de 
sprijinul Tipografiei, dupa cum dovedesc documentele. Tipografia prepuia munca celor trei 
corifei, in timpul funcpionarii lor activitatea tipografiei fund cea mai rodnica, iar carpile acestora 
au atins nivelul §tiinpific cel mai ridicat intre publicatiilc romancsti de la Tipografia 
Universitapii. 

Dupa ce imparatul Iosif al II-lea a anulat sau mai bine a ameliorat foarte simpitor 
restricpiile cenzurei, s-au putut observa de la o zi la alta bucuria si entuziasmul reflectate 
publicistic. Carpile au inceput sa apara in mare numar pe intreg intinsul imparapiei. Pentru 
corifei, cartea §i invatatura erau mijloacele unui salt istorie, ce trebuia grabit §i stimulat pe toate 
caile. E vorba despre un adevarat mesianism al carpi. Samuil Micu scrie singur vreo 60 de carp 
in cele mai diferite domenii: carp de teologie, biscriccsti, de istorie, de filozofie. II preocupa 
deopotriva problemele unei ortografii etimologice ca si problemele gramaticii. Traduce, 
deasemeni, Biblia. Desigur, cele mai multe carti ale sale sint traduceri, dar traducerile echivalau 
pe atunci aproape cu o creape. §i ceilalpi invapapi din §coala Ardeleana au scris, variat §i mult, 
in cele mai diverse domenii. Ne-au ramas de la ei, in afara carpilor de istorie §i filologie, 
specialitapi ce-i preocupau cu deosebire, tratate asupra naturii §i lucarri teologice. Topi trei 
corifei ai §colii Ardelene s-au angajat la Tipografia din Buda, pentru ca aici au gasit condipi 
optime pentru publicarea operelor lor. Tot ceea ce promotorii §colii Ardelene au preluat din 
cultura europeana a fost angajat de ei in lupta nationals. Stimulul intregii activitapi, orale si 
scrise, a intemeietorilor §colii Ardelene a fost spiritul militant. Micu, §incai, Maior §i topi ceilali 
ardeleni invapapii ai epocii luminilor n-au profesat §tiinpa pentru §tiinpa, istoria pentru istorie, 
lingvistica pentru lingvistica : si-au subsumat toate preocuprile, toate eforturile, toate ambipiile 
cauzei propasirii napiunii. Ei au adaptat principiile veacului luminat imperativelor luptei 
napionale. ” (Berenyi, 2000, 40) 

In studiul Carte §i cultura romaneasa la Tipografia Universitatii din Buda Maria Berenyi arata 
ca „Tipografia Universitapii din Buda a fost intemeiata la Nagyszombat in 1677, de episcopul 
catolic Telegdi Miklos, in cadrul universitapi care funepiona acolo (din 1635). In 1777 Maria 
Tereza a mutat universitatea la Buda astfel a ajuns aici Tipografia Universitapii. Teascurile 
tipografiei au fost instalate in Casa Corvin (azi str. Orszaghaz 13). Aici si-a inceput tipografia 
noua ei activitate, sub conducerea vestitului istorie Pray Gyorgy, director al Bibliotecii 
Universitapii. ... 

In anul 1779, imparateasa Maria Tereza a acordat tipografiei privilegiul de a edita carpi 
didactice pentru Ungaria. Tipografia a tiparit, cu alfabetul chirilic pe atunci in uz, pentru 
minoritapile din Ungaria: sirbi, croapi, slovaci, romani lucrari biscriccsti, §colare, §tiinpifice, 
precum §i beletristice si de raspindire a §tiinpelor. ” (Berenyi, 2000, 37) 

La sfar§itul secolului al XVIII-lea un decret imperial prevedea a§adar obligativitatea 
introducerii §i standardizarii unor manuale pe tot teritoriul Imperiului Austro-Ungar, manualele 
§colare in limba romane fiind tiparite toate la tipografia Universitapii de la Buda. Prin urmare, 
la aceasta tipografie - adevarat catalizator cultural - se editeaza abecedare, ghiduri ortografice, 
gramatici, manuale, carti de matematica, istorie nu doar in limba maghiara, ci si in limbile sirba, 
croata, slovaca, romana, bulgara, greaca, evreiasca, ucraineana, etc. Tipografia Universitapii de 
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la Buda a publicat, intre anii 1780-1840 aproximativ doua sute de card romane§ti, printre care 
numeroase publicajii religioase, didactice, §tiinjifice, dictionare si carp de popularizare a 
§tiin(ei (Farkas 2010: 57). Reprczentanpi $colii Ardelene si-au publicat o mare parte a operei 
la aceasta tipografie. Ei sunt apropiati de intelectualii maghiari ai vremii si de cei care se afla 
la conducerea tipograllci. Astfel, Samuil Micu colaboreaza, atunci cand lucreaza la Lexiconul 
sau, cu Benedek Virag si Andras Haliczky. Sincai este prieten cu Gyorgy Kovachich, acesta ii 
plateste intretinerea pe jumatate de an. In schimb romanul il ajuta la redactarea cartilor sale si 
la aranjarea bibliotecii. De asemenea, Kovachich il recomanda pe Sincai sa primeasca postul 
de corector al tipograllci in locul lui loan Onisor. Petru Maior are contacte stranse cu istoricii 
Gyorgy Pray, Jozsef Benko, Daniel Comides. El este si deosebit de bine remunerat pentru 
cartilc sale scrise in limba romana, „ de vreme ce pentru doua dintre cartile tiparite primeste 
suma, importanta atunci, de 1253 de florini.” (Neumann 1994: 205) Activitatea tinerilor 
intelectuali romani a fost de foarte multe ori inspirata, facilitate sau ajutata la modul propriu zis 
de catre prieteniile lor cu intelectualii maghiari ai vremii, rclatiile lor personale sau contactul 
cu opere §i scrieri din cultura maghiara. „Din aceasta cauza nu ni se pare deloc intamplator 
faptul ca o serie de carturari §i filologi romani si-au ales drept modele opere ale filologiei 
maghiare. Astfel, Teodor Corbea §i-a luat drept model pentru al sau Dictiones latinae cum 
Valachica interpretatione din 1703, editia a Ill-a a Lexiconului Latino-Greco-Hungaricum al 
lui Szenczi Molnar Adalbert, ca Dictionarum Vlachico-latinum, cunoscut in literatura romana 
sub numele de Anonymus Caransebiensis (cca 1710) are la baza dicjionarul lui B. Fabricius 
Szikszovianus, Nomenclatura seu Dictionarum Latino-Hungaricum (1630), ca un alt dicjionar, 
lucrat de catre un preot la Oradea si pastrat in manuscris la biblioteca din Kalocsa a avut drept 
indreptar editia a Il-a de la Nagy-Szombat (1762) a lucrarii Dictionarum Latino-Hungaricum, 
dupa cum glosarul lui Sincai Vocabulorium partensis ad tria regna naturae (1808-1810) 
conti nand nume de plante, de animale §i de minerale, nu poate face abstraejie de lucrarile 
anterioare: cea a lui Benko Jozsef, Nomina vegetabilum (1738) §i cel al lui Sigerius (1791), mai 
ales ca primul a fost ajutat pentru stabilirea tenninologiei botanice romancsti de medicul Adam 
Molnar care §tia foarte bine limba romana, caci petrecuse 20 de ani la Bucuresti. 4 Nu ne mira 
nici faptul ca Dimitrie Eustatevici si-a luat drept model pentru gramatica lui gramatica latina a 
lui Gregorius Molnar, profesor protestant la Cluj, intitulata Elementa gramaticae latinae, 
aparuta la Cluj in 1556 si care a cunoscut de-a lungul timpului enonn de multe editii..., iar 
Samuil Micu si Gheorghe §incai s-au inspirat in redactarea lucrarii lor Elementa linguae daco- 
Romanicae sive Valachicae (Viena, 1780) dupa o alta asemanatoare Elementa linguae 
Germanicae, ingratiam Hungaricae et Transylvaniae inventutis, ex optimis autoribus colleta a 
Georgio Nagy, Transylvano de Nagy-Ajta, Viena, 1775. Autorul, contemporan cu lexicografii 
no§tri, a fost profesor de filosofic §i germana la scoala superioara din Cluj §i nu este exclus ca 
el sa se fi cunoscut personal cu Samuil Micu, fie la Cluj, fie in timpul studiilor la Viena. 

Tot prin rclatii personale se explica §i faptul ca in jural anului 1800, cand Samuil Micu 
§i-a alcatuit Dicjionarul sau latin-roman-maghiar, el s-a adresat pentru ajutor profesorilor de la 
universitatea din Budapesta Virag Benedek, pentru partea maghiara si Andrei Halitzki pentru 
partea germana, dupa cum singur o marturise§te la 9 aprilie 1805.” (Popa 1997: 13-14) 
Activitatea lexicografica a lui Samuil Micu-Klein au fost inspirate de activitatea similara a lui 
Ferenc Papai Pariz, iar un fragment de dictionar al lui Micu-Klein, ramas in manuscris a fost 
scris in colaborare cu Virag Benedek, care a intocmit lista de cuvinte in limba maghiara (Galdi, 
1941, 293). 

In studiul Petru Maior censor la Tipografia Universitafii din Buda Berenyi subliniaza: 
„Atmosfera spirituals din Monarhia Habsburgica, politica scolara si confesionala a 
josefinismului favorizau eforturile acelor inva(a(i macedoromani care erau stabiliji aici si care 


4 Privitor la rolul lui Molnar in medicina romaneasca a se vedea ?i Galdi, 1941, 292 
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traisera momentul de§teptarii naponalc a diferitelor popoare. Negustorii si proprietarii funciari 
aromani din Ungaria, Banat §i Transilvania asistara la spectacolul inaltator al de§teptarii 
con^tiintci najionale... Se simjira deosebiji de grecii a caror limba o intrebuinjau in afaceri si o 
considerau ca limba matema deopotriva cu modestul §i necunoscutul dialect in auzul caruia 
crescura departe, in satele muntoase ale patriei. Pepiniera rcdestcptarii nationale pentru aromani 
au fost Viena §i Budapesta, unde luasera contact cu invajap romani din Transilvania ca: Petru 
Maior, Gheorghe §incai, Samuil Micu Clain §i alpi.” (Berenyi, 2013, 16) 

Rcprczentanpi Scolii Ardelene lucrau sau studiau impreuna cu umani§tii maghiari ai vremii, si 
tipografia Univcrsitapi de la Buda a contribuit masiv la raspandirea ideilor iluministe in cadrul 
culturii romane. „Buda §i Pesta, apoi Budapesta (cele doua ora§e s-au unit oficial doar in 1873) 
au fost centre culturale foarte viguroase pentru cultura romaneasca, incepand de la secolul al 
XVIII-lea, cu tipografia din Buda, unde corifeii §colii Ardelene au fost cenzori. Petru Maior §i 
Gheorghe §incai §i-au editat acolo cele mai multe publicapi. A fost o perioada, intre 1813 §i 
1825, cand la Buda s-a publicat mai multa carte romaneasca decat la Ia§i sau la Bucure§ti. Deci 
putem vorbi de o cultura infloritoare.” 5 

La raspindirea ideilor iluministe, Samuil Micu Clain a contribuit prin operele sale 
istorice, dar §i prin lucrari dealt gen, de exemplu prin traducerile sale. “Cea mai importanta §i 
valoroasa traducere a lui Samuil Micu Clain este cea a Bibliei, cu titlul integral Biblia adeca 
dumnezeiasca scriptura a legii vechi si ceii noao toate. Clain a tradus §i numeroase opere 
filosofice importante. Traduce toate volumele lui Chr.Baumeister, dar rcuscstc sapublice numai 
doua. Primul se intituleaza Logica adeca partea cea cuvmtatoare a filosofiei tiparit la Buda in 
1799, fara numele traducatorului. La Buda i-a aparut deasemeni lucrarea Istoria, lucrurile §z 
wtimplarile romanilorpe scurt (1806). ” (Berenyi, 2000, 40) 

Gheorghe §incai merge la Buda in octombrie 1803, §i se stab i I este in casa lui Kovachich 
„care i-a asigurat casa §i masa in schimbul aranjarii bibliotecii §i manuscriselor sale. Din 1804 
lucreaza la Tipografia din Buda. In 1806, incurajat de episcopul Samuil Vulcan din Oradea, 
§incai incepe a-§i tipari Hronica sa ca supliment la Calendarul de Buda, cu o urmare in 1809. 
Publicarea Hronicii s a intrerupta insa, fund oprit de cenzura. In 1809 §incai i§i cauta din nou 
adapost in casa familiei Vass, la fo§tii sai elevi, intr-un sat din tinutul Casoviei.” (Berenyi, 
2000, 41) 

Dupa ce pe postul de cenzor al tipografiei este angajat Maior si nu $incai, care aplicase 
§i el pentru acclasi post, acesta se simte marginalizat, §i in anul 1812 i§i dat demisia §i se muta 
la familia Vass, la Sinea, unde este angajat ca perceptor §i ca invajator al copiilor. Este vorba 
despre familia nobiliara Wass 6 , din care provine §i romancierul Wass Albert. Unul din stramosii 
romancierului, Daniel Wass avea un domeniu la Sinea, unde 1-a angajat pe §incai sa se 
preocupe, printre altele, §i de educajia copiilor sai: Daniel (stramo§ul scriitorului Wass Albert, 
conte de Taga, Tamas, Gyorgy, §i Klara. Rclatia lui §incai cu familia contilor Wass este 
semnalata si de catre Popa care afirma: „§incai a trait o vreme in mijlocul familiei contilor Wass 
de Tege.” (Popa, 1997, 14) Aici, Sinea, el avea suficient timp, resurse §i lini^te pentru 
preocuparile sale intelectuale si scris. Romanul a trait mult pe domeniul familiei Wass, la unde 
a §i decedat in 1816. Tot aici i se creaza condijii prielnice continuarii §i redactarii operei sale, 
Hronicul, „volumul insa nu a putut vedea lumina tiparului in timpul victii autorului.” (Berenyi, 
2000, 41) 

Petru Maior a fost, „intre carturarii §colii ardelene, mintea cea mai ordonata, mai 
limpede, teoretizanta, speculative si in acela§i timp, foarte aplicativa, condus de un ascutjt si ml, 
al trebuinjelor practice, imediate si de perspective. Ducind si el, ca urmare a confrunterii 
inevitabile cu obtuzul episcop Bob, o existence tensionate, Maior §i-a cistigat o relative lini§te, 


5 http://revistasinteza.ro/a-fost-o-vreme-cand-la-buda-se-tiparea-mai-multa-carte-romaneasca-decat-la-iasi-sau-bucuresti/ 

6 cf. W. Kovacs Andras, A Wass csalad cegei leveltara, Kolozsvar 2006, http://www.mek.oszk.hu/05000/05051/05051 .pdf 
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necesara muncii intelectuale, doar dupa obpncrca in 1808 a postului de cenzor la tipogralla din 
Buda. Numit cenzor si corector al card lor romane§ti, P. Maior Tsi incepe activitatea in martie 
1809. Din acest moment pina la sfirsitul viefii se va dedica editarii carplor in limba romana. 
Autor prolific, el va incepe sa-si tipareasca propria opera, beneficiind de acumularile 
consistente pe care le-a realizat in activitatea sacerdotala. Maior n-a vrut sa fie un simplu 
funcponar la Tipografia Universitafii ci, cum precizase in memoriul de activitate, inaintat in 
scopul obpnerii postului, in afara revizuirii carfilor scrise in limba romana el insu§i vrea sa scrie 
carti in limba romana §i dore§te sa le publice la Tipografia Universitafii, sporindu-i in felul 
acesta renumele. I§i va tipari in 11 ani, 12 lucrari in 13 volume, va inregistra cu ele o culme a 
crcatici luminismului.” (Berenyi, 2000, 42) 

Cele doua sute de volume romancsti publicate la Buda intre 1777 si 1848, prin 
contribufia lui Samuil Micu, Petra Maior sau Gheorghe §incai au ajuns nu doar in Ungaria si 
Transilvania, ci §i in Moldova §i Tara Romaneasca, Farkas il citeaza pe Nicolae Iorga care 
spune ca cele mai frumoase cditii §i volume romancsti din aceasta perioada provin de la editura 
maghiara. Petra Maior a publicat aici 12 scrieri proprii §i traduceri, dar a lucrat la editarea a 
circa 100 de carp romancsti (44 manuale, 22 carp religioase, 10 carti de istorie, 12 carp de 
economie, 16 alte publicapi) Farkas (2010: 58). Tot la tipografia Universitafii de la Buda au 
aparat mai multe carti bilingve, dicfionare, manuale, abecedare, tot redactate de romani, precum 
§i primele traduceri. Prima gramatica §tiinfifica a limbii romane, Elementa linguae Daco- 
Romanae sive Valachicae, (1780), scris de catre Samuil Micu §i Gheorghe §incai a fost tiparita 
intai la Viena, dar edipa a doua a aparat deja la Buda (1805). §incai devine profesor de retorica 
al seminarului de la Blaj, unde va impune acest curent latinist, dar in 1804 devine corector al 
tipografiei Univcrsitapi de la Buda. Volumele romancsti tiparite aici sunt numeroase §i 
importante si toate au edificat aparipa con§tiinfei nafionale romancsti. Volume ale literaturii 
romane au aparat aici, spre exemplu jurnalul de calatorie al lui Dinicu Golescu (1826), 
traducerile facutre de catre Nicolae Beldiman din opera lui Voltaire si Gessner, traducerea din 
Fenelon, facuta de Petra Maior. Trebuie menfionat §i momentul 1825, cand a aparat primul 
dicfionar quadrilingv roman-latin-maghiar-german, Lexiconul de la Buda sau Lexicon Budense. 
Chiar §i biserica ortodoxa a publicat volume la tipografia de la Buda, in perioada 1804-1807 au 
fost scoase cele 12 de volume ale liturghierului Mineiul (Farkas 2010: 58). Ideea apare §i la 
Berenyi, care subliniaza calitatea tehnica deosebita a publicapilor de aici: „Me§terii acestui 
atelier au muncit atit de iscusit, incit rezultatele dcxtcritapi lor au fost cautate §i de tipografiiler 
(ardor romancsti. Imbunatafirea tehnica s-a dezvoltat rapid. Dovada acestui fapt este aparipa 
luxoasa a cartii de slujbe religioase Mineiu in 12 volume, intre 1804-1807.” (Berenyi, 2000, 38) 

In 1832 Peter Mailer, pe vremea aceea student al Universitafii de la Buda, publica aici 
traducerea romaneasca a gramaticii maghiare a cunoscutului savant Imre Szalay. Ca urmare a 
acestei traduceri, in 1837 Mailer a fost invitat sa se alature catedrei de filosofie a Academiei 
Mihailene de la Ia§i, unde a devenit unul din intelectualii de vaza ai victii culturale sub numele 
de Petre Mailer Campeanu. 7 In 1840 era unul din cei patra directori ai Teatralui Naponal de la 
Ia§i, alaturi de V. Alecsandri, C. Negrazzi si M. Kogalniceanu. Una din lucrarile sale cele mai 
importante Gramatica romaneasca (1848), poarta amprenta spiritului gramaticilor germane si 
maghiare cu care a venit in contact. „Opera lui P.M. Campeanu este pe masura aprecierii 
contemporanilor, acoperind o vasta plaja a cuno§tinfelor umane: lucrari de filosofie, drept 
natural, filologie, economia campului, antropologie, metafizica, religie, versuri, traduceri 
diverse, unele tiparite, altele ramase in manuscris. De un putemic impact in epoca s-a bucurat 
Gramatica romaneasca (1848), ... in spirit latinist: Autoral afirma raspicat originea noastra 
romana si latinitatea limbii romane si de aceea indeamna la impramutul de cuvinte de origine 


7 www.bcu-iasi.ro/authoritv files/BCU10.000004454.html . http://convorbiri-literare.dntis.ro/PAPUCian3.htmI 
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latinS, mai ales a termenilor stiintillci, tehnici, problemele de metodica predSrii, formulate in 
spirit modern si pSstrandu-§i valabilitatea, opozitia faja de invajamantul formal, bazat pe o 
memorare mecanicS.” 8 Activitatea lingvisticS a lui Peter Mailer este menponata in volumul A 
magyar egyetemi nyomda termeke inek czimjegyzeke, 1777-1787, osszeallitotta Baloghy Istvan 9 
(1832. 40. Mailer Peter. —Roman-magyar nyelvtan.— Budan. Egy.ny. 1832.8-r., 182 1., 
tartalommal) dar §i in volumul lui Szinnyei Jozsef, Magyar irok elete es munkai 10 , in care se 
precizeazS titlul lucrSrii sale ( Grammatica Ungarica ... Emericus Salai univ. prof. Buda, 1832. 
(Czirill hetii kk el olah czim.) precum §i douS resurse cu privire la munca acestuia: Baloghy 
Istvan, A m. kir. egyetemi nyomda termekeinek Czimjegyzeke. Budapest, 1882. 257. 1. si Kiss 
Aron, A magyar nepiskolai tanitas tortenete. Bpest, 1881. 309.1. volumul lui Mailer mai apare 
mcntionat sub titlul Mailer Peter: Magyar nyelvtudomany masodik resze, melyben foglaltatnak 
magyar-olah gyakorlatok... Buda, 1832. 115 l. * 11 dar Mailer Peter: Magyar nyelvtudomany 
1833. 36-38. I. 12 

In 1836, tot la tipograda Univcrsitapi de la Buda apSrea prima gramaticS romaneascS 
adresatS maghiarilor, autorul ei Hind dascSlul roman Moise Bota. Acela§i Bota este si unul 
dintre primii traducStori de literatura, deoarece traduce in 1829 ciclul Lilia de Csokonai Vitez 
Mihaly. „Moise Bota este unul din primii autori de abecedare si manuale §colare romane§ti, in 
1820 el publicase primul abecedar romanesc cu grafie latina ( Abecedarul ), tipSrit si editat cu 
ajutorul lui Petru Maior la tipografia UniversitSjii de la Buda. Moise Bota §i contemporanii sSi, 
se mi sea in jural Preparandiei arSdene, transformind-o intr-un focar de difuzare a iluminismului 
§i centru al viejii culturale romanesjti pentru Banat si Crisana. Cei mai mulp militeaza pentru 
drepturi naponalc §i culturale, colaborind cu reprezentantii §colii Ardelene, pe dirccpilc careia 
se orienteaza si manifestarile culturale banajcnc. In cadrul literaturii iluministe romane§ti din 
Banat, primeste un accent literatura didactica §i de educajie care invadeaza epoca Luminilor, 
constituind §i tematica principals a scrierilor „beletristice”. Preocuparile „moralice§ti” se 
integreaza unor teme generale de educate.” (Berenyi, 2013, 85) 

Zaharia Carcalechi publica la Buda, intre anii 1821 §i 1830, prima revista romaneasca 
de literatura §i istorie, Biblioteca romaneasca, publicape care se raspande§te §i in Moldova §i 
Jara Romaneasca. Farkas (2010: 58) subliniaza importan|a operei de pionierat a lui Carcalechi, 
deoarece primele publicapi similare din Moldova §i Jara Romaneasca apar doar cateva decenii 
mai tarziu (la Iasi Mihail Kogalniceanu scoate Arhiva romaneasca intre 1840-1845, iar ia 
Bucure§ti A. Treboniu Laurian §i Nicolae Balcescu scot Magazin istorie pentru Dacia intre 
1845-1848). 

lata ca secolul al XVIII-lea coincide cu primele manifestari si tentative de stabilizare a 
culturii romane si circumscriere a ei in niste cadre stabile, chiar stiintifice (insistenta pe 
adoptatarea scrierii cu caractere latine). In Transilvania Diploma imperials din 30 martie 1701 
(a doua diplomS leopoldinS) inseamnS si actul de nastere a bisericii greco-catolice. Cel mai 
mare succes al acestei uniri cu Roma este faptul cS romanilor li se deschid portile spre cele mai 
bune scoli europene si spre spiritul si cultura europeanS. In Transilvania se va forma astfel o 
nouS elitS culturalS. Dominatia habsburgicS aduce cu sine procesul de modemizare a 
Transilvaniei, domnia Mariei Tereza (1740-1780) si aceea a lui Iosif II (1780-1790) produce o 
crestere spectaculoasS si o modernizarea accentuatS in domenii esentiale precum agricultura, 
mineritul, industria maufacturierS. Tot atunci se produce si o modemizare institutional si un 


8 Liviu Papuc, Doi uitap ai Ia§ilor, http://convorbiri-literare.dntis.ro/PAPUCian3.html 

9 http://mek.oszk.hu/13500/13501/13501.pdf 

10 http://www.mek.oszk.hu/03600/03630/html/ 

11 http://mek.oszk.hu/04900/04918/html/mhnesainalia0094.html 

12 http://mek.oszk.hu/04900/04918/html/mhnesainalia0034.html 
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proces de trezire nationals, in care acea nouS elitS joacS un rol important (redactarea si 
inaintarea Supplexului, actul programatic fundamental de emancipare a romanilor ardeleni). 
DatoritS acestor institutii culturale de care am vorbit in acest studiu (biblioteci, tipogra(ii) 
incepe sS se generalizeze invStSmantul in limba matemS. „Tipografia UniversitStii din Buda 
redS, la nivelul productiei de carte, ansamblul fenomenului cultural central-sud-est european; 
ea ne explica sistemul relational si tentatiile culturale si politice ale regiunii. O intalnire a 
feluritelor constiinte si mentalitSti care converg atunci cand ideile de egalitate si libertate intrS 
in scena vietii cotidiene. Teoriile nationale, contribuind la emancipare (de la doctrina ceho- 
slovacS a lui Kollar, la teza continuitStii daco-romane sustinutS de Maior si Murgu, de la 
doctrina panslavistS a lui Herkel, la conceptia privind dezvoltarea nationals sarbS a lui 
Obradovic si Karadzic) vizeazS nu numai fiecare popor in parte, ci si o conlucrare mutualS a 
tuturor. Tipografia avea sS favorizeze, ba chiar sS incurajeze inmultirea coridoarelor care legau 
RSsSritul de Apus, avea sS promoveze acele cSrti care reliefau utopia luminilor reformatoare. 
Ea dobandeste o oarecare independents in fata autoritStilor. Nu rareori cSrtile si colectiile sunt 
lansate pe piatS fSrS acordul mai marilor zilei.” (Neumann 1994: 204) In perioada 1778-1803, 
la Buda s-au tipSrit 21 de cSrfi romane§ti; intre 1804 §i 1824, perioada de apogeu, 167 de 
volume; anii 1813-1816 au fost cei mai bogaji in realizSri tipografice (1813 - 13 cSrfi, 1814 — 
15, 1815 - 14, 1816- 13); intre 1825 §i 1849 apar 90 de cSrfi (Berenyi, 2000, 38). Aid se 
tipSreste, prin urmare, si gramatica limbii romane redactatS de Gheorghe Sincai, Lexicon 
Budense, un mare dictionar roman-latin-maghiar-gennan, al cSrui principal redactor este Petru 
Maior, o istorie a genezei romanilor in Dacia de Petru Maior. InsS mediul cultural de la 
Budapesta va contribui mai tarziu §i prin alte mSsuri la dezvoltarea culturii romane§ti: Mihai 
Eminescu §i-a publicat prima poezie in 1866 in revista Familia, redactatS si scoadS de cStre 
Iosif Vulcan la Budapesta. La Buda §i la Pesta apSreau pe vremea aceea trei publicafii romane§ti 
(Farkas 2010: 57), in timp ce in 1912 in Ungaria apSreau 40 de publicatii romane§ti 13 . A treia 
catedrS de limba §i literatura romanS din lume isi deschidea portilc la Universitatea de la 
Budapesta in 1862 (Farkas 2010: 57), scful catedrei fiind Alexandru Roman iar Octavian Goga 
s-a lansat in paginile revistei Luceofarul (1902-1906) §i tot la Budapesta apSrea §i primul sSu 
volum de poezii ( Poezii , 1905). 
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Abstract: The purpose of this paper is to compare the perceptions of novels and writing by Virginia 
Wool arid Graham Swift. Their novels are similar and could be considered to belong to the category of 
lyrical novels. The way they view writing style, novels, plots is in direct connection with the writing style 
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Introduction 

A comparison of the novels written by Woolf and Swift is prompted, first of all, by 
common themes, such as: isolation of the hero, travelling, moments of vision, concern with 
nature, with personal and public history, with self-expression, and with the use of imagination 
to understand the world. All these are, in turn, associated with common tropes in Romantic lyric 
poetry. The use of previously known texts, from Romantic lyric poetry and others, from other 
poems and drama, works to create a different kind of novel, the lyrical novel. This is, after all, 
Woolfs own theory of this kind of novel that we can find in her diaries. According to Barbara 
Lounsberry, “Woolfs diary is a writer’s diary. Leonard Woolf was right about that, but it is 
much more. Few diaries capture the creative process as fully as Woolfs. In her early diaries we 
see her psychological tricks to induce prose.” (2015: 9). Swift’s novels work in a similar way. 
He also has a collection of autobiographical writings where he expresses his opinions on the 
way stories, and, implicitly, his novels, work. 

The novel allows freedom for the mixture of various literary genres. Yet readers still 
expect to find the narrative mode in a novel. Here comes the lyrical novel to challenge this 
perception, by using the lyrical mode in a predominant way. We can say that there is a certain 
belief that has dwelt for ages in the minds of readers as to what mode should predominate a 
novel, and that is the narrative mode more than the lyrical or dramatic modes. Despite 
innovations and experiments with the novel throughout time, readers seem to always start from 
this assumption when they read, experience and judge a novel. The two authors, Woolf and 
Swift, share opinions on novel writing that have lots of points in common, and the main 
common issue has to do with the poetic aspect of any story. 


Virginia Woolf: the novel as mixture of genres 

Virginia Woolf s theory about the lyrical novel makes a good starting point. In her diary, 
Woolf comments on the mixture of genres, of poetry and prose, as well as on the difference 
between the presentation of story in her novel, as compared to traditional novels. She also lets 
us understand that her novel will be, in fact, a mixture of narrative, as well as poetic and 
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dramatic modes or genres. In her diary, in an entry from 1927, she records her intention to use 
prose poetically. In her view, this new type of novel should contain features of both prose and 
of poetry. Such prose should also be dramatic, not only poetic, in the sense that the writer will 
use the influence of music, for instance, to create a dramatic feel. Contradictory and powerful 
emotions will also be used in the lyrical novel, according to Woolf. Woolf also suggests that 
readers should compare various genres and various arts in order to intensify the lyrical 
atmosphere as well as the dynamic feel of the story. The reader intensely experiences the 
characters’ emotional states, which in fact make up most of the story’s presentation. Woolf also 
refers to a new way of representing emotions and time in her novels. Her story does not 
represent external incidents in a traditional way. Woolfs novels represent reality in a different 
way, focusing on contradictory and intense emotional states, on reflections concerning 
imagination, and nature, and on her characters’ relation to it. 

According to Virginia Woolf, in A Writer’s Diary , in an entry from August 6, 1937, the 
novel is “to be dialogue; and poetry; and prose; all quite distinct” (Woolf 1953: 285). The inner 
world is dramatic in the sense that what happens there may be regarded as interesting external, 
dynamic action. Consciousness is defined as private and dynamic (Humphrey 1954: 42). 
Multiple selective omniscience, with multiple perspectives, and a neutral narrator (who in fact 
manipulates the reader) offers the reader the impression of inner monologues. According to 
Ihab Hassan, in Pluralism in Postmodern Perspective (1986), “postmodern art calls itself 
performance.” By performance this thesis refers to Ihab Hassan’s definition: “Indeterminacy 
elicits participation; gaps must be filled. The postmodern text, verbal or nonverbal, invites 
performance: it wants to be written, revised, answered, acted out. Indeed, so much of 
postmodern art calls itself performance, as it transgresses genres.” By transgressing genres, we 
understand that Swift’s novel, Ever After , has features which cause it to be perceived as a 
dramatic text. By identifying himself with Hamlet, Unwin rewrites the play with himself and 
others around him as characters. He tries to find answers to his dilemmas. In doing this, he 
makes use of various pieces of literature. Unwin may be seen as what Richard Poirier called 
“the performing self’, who, in its “self-discovering, self-watching” finds “response to... 
pressures and difficulties.” (Hassan 1987: 171-172) Swift uses the play Hamlet in his prose, by 
means of Unwin’s monologue (references or short quotations are found throughout the novel). 
Swift’s writing is very close to Woolfs description in her diary of the new kind of novel she 
wished to write, namely a novel which was written in prose, yet had both dramatic and lyrical 
features. 


Graham Swift: Fiction is made up of magical moments 

It has been said about Graham Swift that he rewrites the Modernist stream-of- 
consciousness novel, as practiced by Virginia Woolf and James Joyce (Draga 1999: 242). 
According to Catherine Pesso-Miquel (2007: 135), Swift’s novels include “Not narration 
therefore, but a fictitious flow of thoughts sometimes close to the modernist ‘stream of 
consciousness’”. Malcolm mentions aspects of “fugitive lyricism” (2003: 189) in Swift’s 
novels, claiming that Swift’s language is “full of subtle linguistic effects”. Stef Craps (2005: 
177) states that Swift’s language is “characterized by its attempts to improvise a fugitive 
lyricism out of the patterns of ‘ordinary’ speech”. Both critics focus on lyricism but also on 
other features that are found in his novels, especially Swift’s language. Everyday speech is, of 
course, connected to everyday life. 

Swift explains the way he views novel-writing in Making an Elephant: Writing from 
Within , a collection of non-fiction writing and interviews. Swift remembers the moment of an 
inoculation in childhood, and he compares it to fiction. Swift claims that “Fiction is also a kind 
of inoculation, a vaccine, preserving us from such plagues as reality can breed.” (Swift 2009: 
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11). Swift believes that “fiction - storytelling - is a magical thing.” (Swift 2009: 11). Swift 
makes us recall the idea of “being under a story’s ‘spell’” (Swift 2009: 12), claiming that “the 
power of a good story is a primitive, irreducible mystery that answers to some need deep in 
human nature” (Swift 2009: 12). Like Woolf, Swift suggests that there are special moments in 
fiction which appeal to readers. Readers may experience certain stories as “magic” or as special. 
What Woolf calls “moments of being” are experienced intensely. For Swift, stories can express 
a hidden truth, a revelation: 

The real magic (if that expression is legitimate) of fiction goes much deeper than a few 

sprinklings of hocus-pocus, but we know when it’s there and we feel its tingle in the spine. 

There can even be something magical about the perfectly judged and timed revelation on the 

page of an unanswerable truth we already inwardly acknowledge. In good fiction, without any 

trickery, truth and magic aren’t incompatible at all. (Swift 2009:13) 

The Romantic poets show their influence on Woolfs novels. Similarities between 
Woolf and the Romantics are discussed by critics such as Ali Giinc§', Alexandra Harris in 
Romantic Moderns (2010), Michael John Ustick, in Virginia Woolf: The Unfathomable Deep 
and Romantic Tradition (1974), and Irma Rantavaara in On Romantic Imagery in Virginia 
Woolf’s The Waves, with a Special Reference to Antithesis (1959). Ustick draws attention to the 
visionaries in Woolf and their similarity to the visionaries in the Romantic tradition. Woolf 
acknowledges this similarity in her diary in the entry from June 22 (1953: 238). Ustick (1974: 
28) claims that the “visionary giants” in Woolf are inspired by “Carlyle’s paradisiac, 
unconscious ‘wholeness’, Coleridge’s One Life, Shelley’s One Mind, and Blake’s Human Form 
Divine”. Orlando is a giant visionary since he lies on the oak tree root where he “is riding the 
back of the world” (1974: 228), while Bernard is also a giant visionary since he “becomes 
omniscient (like Orlando) and representative of all men”. Ustick (1974: 29) interprets the 
concept of the self in The Waves as Romantic, since the voice of the six characters may be 
interpreted as one, and thus it is a “poetic” voice, “the voice of the Self which has been ‘enlarged 
and set free’ (CE, II. 108)”. Jean Guiguet, in Virginia Woolf and Her Works (1976) looks at the 
Romantic representation of the artist in Woolfs novels. According to him, Woolfs task as an 
artist includes “the apprehension of that reality” (of the depths, according to Ustick 1974: 34- 
35) and “the expression of it”. According to Guiguet (1976: 72), form, or the expressive 
function, includes “all the elements, all the forces which, applied to emotion - the material of 
the novel — transfonn it, achieve a kind of transmutation of reality.” Ustick (1974: 35) compares 
this with the definition given by Coleridge of secondary imagination: the artist will recreate a 
new reality, a new world through a different kind of perception. Ustick (1974: 4) supports this 
with the example of Miss LaTrobe, “one who seethes wandering bodies and floating voices in 
a cauldron, and makes rise up from its amorphous mass a recreated world!” (BA, p. 108). The 
contrast between past and present is, according to the Romantics, part of the tragedy of a 
corrupt, fragmented present and the yearning for a “pseudo-legendary time and place, analogous 
to the garden-state of Eden in Christian myth, in which man was ‘whole’ and at one with himself 
and nature”. According to Alexandra Harris (2010: 64), “Woolf was leading the way towards a 
new kind of art which involved the passionate recuperation of the personal and of the past”. It 
is thus understood that Woolf turned to the experiences of the past in her works. Indeed, the 
past plays a significant part in influencing the present of various characters such as Septimus. 
The Romantic influence is shown in the past influence over the present, but also in the 
perception of reality and in the way imagination or emotion shapes reality. Moreover, 
Rantavaara refers to the concern with two realities of Woolf, taken from the Romantics: 
Rantavaara “feels that the tendency to ‘see everything arranged in antithetical patterns’ is the 


1 He discusses the double awareness of memory from Wordsworth. 
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mark of a ‘true romantic’ (Ustick 1974: 17). Ustick (1974: 17) refers to the “key Romantic 
distinction between two orders of experience - (self-)consciousness and un(self)- 
consciousness”. Other contradictions can be established between fact and vision, everyday life 
vs. a larger pattern, just like in the case or ordinary vs. heightened perception of reality, the 
latter is found in “moments of being”. 

According to Swift, therefore, stories draw our attention to moments of vision. Readers 
experience moments of vision while reading a novel. Moreover, moments of vision, which are 
experienced intensely as revelations or shocks, are found in Swift’s novels, too, and remind one 
of the Romantic poets. Similar settings trigger them (nature or the city). Swift favours first- 
person narration: “As an author who’s favoured the intimacy of the first person over the 
‘authorial’ third person, I’d regard it as a mark of achievement if in my work the author seems 
to vanish” (Swift 2009: 1). When Swift discusses the way he writes in Making an Elephant , he 
explains the representation of time in his novels: 

The framework is broadly chronological, but (as in my novels) some liberties are taken with 
time. The book starts, as it were, when I was six and ends with a man who lived in the sixteenth 
century. In between, there is more modest hopping forward or back. (Swift 2009: 3) 

Moments of vision are just one of the features taken over from the Romantic poets by Swift. 
The narrators see themselves as artists when they have these moments of vision. The lyrical 
novel is structured into lyrical monologues, which are the result of the hero’s isolation: in 
Romantic poetry, this causes the need for confession. The first-person narrator who favours 
Romantic self-expression is also borrowed from Romantic poetry. Powerful and spontaneous 
emotions are of import. The characters use imagination in a way similar to that of Romantic 
poetry, in the way they reshape reality. 


Traditional Story vs Lyrical Story 

McLaurin speaks about the difference between Forster’s story and plot: story is ‘what 
happens next”, while plot shows us why it happens. “Story simply changes, whereas plot needs 
some constant element, some underlying pattern” (McLaurin 2010: 159). McLaurin analyzes 
how Woolfs novels are distinctive, judging by the way she conceives of story, plot, repetition 
and situations: 

For plot some underlying principle is required, but Virginia Woolf is obsessed with the principle 
which underlies these principles, with repetition itself, and she wishes to dispense with both 
story and plot. In her diary she admits that ‘I can make up situations, but I cannot make up 
plots’. [...] The Years consists simply in a series of incidents which are repeated with slight 
variations throughout the novel. It is the history, the saga, of the Pargiter family, but these 
repetitions make it quite different from the traditional family saga. Her explicit concern with 
these repetitions can be seen in her diary, where she speaks of the composition of The Years in 
the following way: ‘I must still condense and point: give pauses their effect, and repetitions, and 
the run-on’. (McLaurin 2010: 160) 

McLaurin thus speaks of situations in Woolfs case, situations which replace the traditional 
kind of plot which indicates why something happens. The situations are also likened to the idea 
of the moment on which Woolf focuses. McLaurin notices in The Waves this idea expressed by 
Neville: “They want a plot, don’t they? They want a reason? It is not enough for them, this 
ordinary scene”. McLaurin then states that “Bernard recognizes that the moment is itself made 
up of other moments, or repetitions which come together” (2010: 161). In Swift, the same idea 
of circular time brings about a comparison with Woolfs conception of history as repetitive, an 
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idea which is represented in the novel. This idea will be expressed not in the narrative mode but 
in the lyrical mode, by employing a technique specific to lyric poetry, namely that of images 
which will hold a certain significance for the characters’ mood. The history that repeats itself 
is not always the history of public events, but most often that of personal life, or the public 
history that also has an impact on the characters’ private lives. 


Conclusions 

The diary and autobiographical writings of these two novelists help sustain critical 
theories regarding their novels and draw certain conclusions. What can these conclusions be 
regarding the lyrical novel? 

It is problematic to say what exactly constitutes a traditional plot and what exactly the 
readers understand by a traditional story. Woolf shocked her readers by her experimental 
technique. Yet why did this happen? Are her novels really that different from traditional ones? 
In fact, she did shape the readers’ perceptions of what she called the traditional novel in her 
essays. She defined her new type of novel in opposition to the traditional novel. Thus, she 
created expectations about previous novels and then challenged them. The same has happened 
with Swift. He tells us that he is concerned with stories in an old-fashioned sense. This means 
that our expectations are for the fiction of his time to be different. He will thus stand out with 
his style. Critics such as Malcolm underline his lyricism and present him in opposition to other 
writers who are his contemporaries. Lea (2005: 6) tells us that Swift’s concern with ethics 
makes him an old-fashioned story-teller. Readers form expectations because of their 
conceptions of Modernism and Postmodernism. 
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This article tries to analyse the stereotypes concerning African Americans and their 
culture in two of Spike Lee’s movies Do the Right Thing (1989) and Bamboozled (2001). The 
generalizations born back in colonial times, when slaves were seen as inheritable goods, have 
always had a great impact over the public and have deeply influenced the militant mission of 
the Black Cinema. Being one of the most famous African American directors, Spike Lee has 
revolutionized the industry by making movies based on Black problems with Black actors. 
Along his career, he has emphasized the racial injustice faced by the people of colour and their 
various forms of resistance. Spike Lee and his production company, “Forty Acres and a Mule 
Filmworks”, are also known to shock the audience by presenting controversial issues and 
criticizing the faults of their fellows. Although his attempts to educate the public and make 
Black people see themselves as they really are, with good as well as bad parts, have many times 
been misinterpreted, Lee’s general intention may be summarized in the sentence: “We are 
always Responsible for our own failure.” (Baraka 153). 

The study of ‘race’ and ‘ethnicity’ in fdm has been influenced not only by the idea that 
“cross-ethnic political agenda geared to white supremacy’s massive deployment”, but also by 
the “discrete histories and political projects of specific identity sites: African American, Asian 
American, Chicano-Latino, Native American, Jewish American, Italian American, and Irish 
American (Wiegman 158). 

The terms of‘race’ and ‘ethnicity’ have had different definitions over the decades. Nowadays, 
they are considered to be “social constructions linked to the specific discursive spheres within 
which they are used” (Hill and Gibson 130). While, ‘ethnicity’ triggers “differentiations based 
on culture, language and national origins” the concept of ‘race’ represents “a biological 
distinction evinced by skin, hair and cranial shape” which justifies “political and economic 
hierarchies between white and non-white groups” (Wiegman 160). Nevertheless, both of them 
generate numerous stereotypes which directors usually employ in their movies reinforcing them 
in the public’s consciousness. According to Eugene Fra nk lin Wong, stereotypes are bom in 
relation to historical and political events, labour practices, ideologies concerning race, sexuality 
and gender, and are rendered in movies through narrative, setting, characterization, costume 
and cosmetics (qtd in Hill and Gibson 112). Moreover, they seem to be antonymic and oscillate 
between two extremes: positive-negative, good-bad, noble-savage, loyal-traitorous (Wiegman 
161). 
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Being at the opposite pole compared to the White majority, African Americans have 
constantly been depicted as violent, primitive, servile, irresponsible, dirty, lazy, religious or 
superstitious. In literature, movies and media, they have embodied different archetypes such as: 
‘Black-face’, ‘Sambo’, ‘Mammy’, ‘Mandingo Negro’, ‘Sapphire’, ‘Drug Lords’, ‘Welfare 
queen’, ‘Angry Black Woman’ or the ‘Independent Black Woman’ among others. The Black 
spectator’s reaction was one of resistance and, just as Diawara underlines, “one of the roles of 
black independent cinema, must be to increase spectator awareness of the impossibility of an 
uncritical acceptance of Hollywood products” (210). Spike Lee’s resistance as a director 
materialized, however, by denouncing stereotypes and abusing them in order to show their 
ridicule. Lee welcomed the controversy that his films attracted and, just as Craig Watkins 
underlines, he “strategically maneuvered [the nature of the popular film] to call into question 
the racial barriers that characterize the commercial film industry” (107). 

Stereotypes are not bom only in relation to the subjugating white community or other 
non-white groups; they also exist among Black people and Lee’s movies definitely underline 
this aspect. Do the Right Thing deals mostly with racism between Blacks and other groups, 
especially Italian Americans, while his later movie, Bamboozled , focuses more on the internal 
problems in the African American community and on intra-racism, also defined as the 
animosity between African Americans with lighter skin and those with a darker one. In addition, 
both movies reflect political, social and gender stereotypes. 

Released in 1989, in a troubled context, Do the Right Thing underlines the tragic 
consequences of the tensions among races. Its action takes place on the hottest day of the year 
in Bedford-Stuyvesant, a multiracial, multi-ethnic neighbourhood in Brooklyn, New York. 
Although African Americans are more numerous, they are not able to work or organize 
themselves and spend all day long drinking, watching what others are doing, listening to music 
or quarrelling. The economic life of this place is represented only by Sal's Pizzeria, run by the 
Italian-American family and a grocery owned by a Korean family, while African Americans 
seem to lack ambition to do something, each of them waiting for a certain opportunity that never 
seems to come. An example in this case is Buggin' Out, interpreted by Giancarlo Esposito. He 
embodies the voice of this community saying that he had enough of being kept at the bottom of 
the ladder. Yet, he does nothing to overcome his condition. Likewise, the film protagonist 
Mookie, played by Lee, works as a pizza delivery boy and his sole motivation is to get paid. 
Their lack of ambition or positive action is a defining feature of the Brooklyn community which 
otherwise, never ceases to be vibrant and watched the eye of an all knowing God, the “We Love 
Radio DJ”, Mr Senor Love Daddy (Samuel L Jackson). 

As the temperature rises the conflicts evolve as well. At the beginning of the movie the public 
witnesses the quarrel between Salvatore ‘Sal’ Frangione (Danny Aiello), his sons Pino (John 
Turturro), “who detests the place like a sickness”, and Vito (Richard Edson), Mookie’s friend 
{Do the Right Thing). This is doubled by the misunderstanding between Da Mayor (Ossie 
Davis), an old drunk man, and Mother Sister (Ruby Dee), who spends her time watching the 
people through her window. Later, some teenagers, a driver and the police fight about the 
flooding of a car. Buggin' Out (Giancarlo Esposito) has a misunderstanding with Sal about the 
"Wall of Fame" which lacked pictures of black celebrities. Radio Raheem (Bill Nunn) "argues" 
with some Puerto Rican men who are playing their radios loudly at each other. Buggin' Out 
instigates a fight with a white man, Clifton (John Savage) who accidentally stepped on his Air 
Jordan shoes. Mookie and Pino have a contradiction regarding Blacks and Italians and end up 
by insulting each other. Buggin' Out, Radio Raheem and Smiley begin to insult and threaten 
their neighbours. 

The climax is represented by the fight between Sal and Radio Raheem. The police 
intervene and mistakenly kill Radio Raheem. The angry crowd, that gathered to witness the 
fight, attacks Sal and his sons. Mookie throws a trash can through the window of Sal's restaurant 
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and saves the Italians’ lives by turning the collective anger towards their property. Afterwards, 
the mob destroys the Korean shop whose owner, Sonny (Steve Park), desperately yells: "I no 
white! I black! You, me, same! We same!" {Do the Right Thing). Sadly, his desire for mutual 
understanding is not listened to. This proves that the Black did not have a problem only with 
the white community but also with all the non-black groups and did not care that Asians were 
also being discriminated. 

This chain of conflicts does not only enforce the stereotypes according to which African 
Americans are troublemakers, violent, have no self-control and get easily involved in criminal 
activates, but also proves a certain frustration they have as well as their lack of ambition or 
strength to overcome their life condition. Spike Lee brings his fellows in an unfavourable light 
in order to show that they have become exactly what society expected them to be - villains. 
However, the director hopes to teach Black audience a moral lesson and convince it to act and 
improve itself. The pictures of famous Black people cannot be hanged on the “Wall of Fame” 
by force, as it happens in the movie, because this would be a gesture deprived of real value. The 
photos will be displayed there only when the whole African American community will learn 
not to "Fight the Power" (Public Enemy's song which can be heard a lot during the movie) using 
physical force and range but in a positive and constructive way. The moviemaker is not far from 
the “the hype”, described by Houston A. Baker, Jr., as the “ideology of Yankee ingenuity and 
bootstrap individualism” that White America desires for Black America to believe (174). Yet, 
he promotes the idea of a Black Hype thinking that people of colour can evolve using their own 
resources rather than external help if they acknowledge their strengths and weaknesses. 

Spike Lee’s second movie, Bamboozled, represents in Slaner and Clyne’s view, “an 
intricate which blends both (1) the deconstruction of racial stereotypes and (2) the exploitation 
of racial stereotypes for their entertainment value” (8). It is an entertainment experiment which 
got out of control and has tragic consequences. Pierre Delacroix (Damon Wayans) is a Harvard- 
educated African-American who works as a television writer for a white boss Thomas Dunwitty 
(Michael Rapaport). The latter proclaims himself “black” and entitles the right to offend his 
fellow “niggers”. Hoping to get fired so that he could work for another company, Delacroix 
helped by his assistant, Sloane Hopkins (Jada Pinkett Smith), works on “the minstrel show for 
the new millennium”. He creates blackface characters, real buffoons: such as ManTan, Sleep 
‘n’ Eat, and Aunt Jemima, abuses stereotypes and uses extremely offensive jokes. 

Delacroix strongly believes that the show would to excite popular outrage, but to his 
surprise, it becomes a huge success which too few and weak detractors. Manray (Savion Glover) 
and Womack (Tommy Davidson), two performers recruited from the street in order to ruin the 
show, become big stars. Despite his original plans, Delacroix, defends the show as being 
satirical and enjoys the fame he achieved. Meanwhile, Hopkins becomes terrified by the racist 
plaque triggered. 

From now on, just like in Do the Right Thing, the public witnesses a chain of increasing 
tensions: Delacroix and Hopkins argue; her older brother Julius (Mos Def) and the Mau Maus, 
a rap band, are increasingly angry because of the show and plan to take revenge; Womack quits, 
and Manray shocks the audience with his final performance and gets fired. Soon the tensions 
transform themselves into violent conflicts as Manray is kidnapped and executed on a live 
webcast ; the police kill all the Mau Maus members except for a white man, who yells to be shot 
as well like all of his black brothers; furious Hopkins kills Delacroix and flees after making 
everything seem a suicide. 

Bamboozled highlights on one hand the “complex emotional responses of the performers 
who must “ ‘black up’ before going on stage” and on the other, creates a “highly entertaining 
pageant of traditional minstrel show entertainment” which triggers “a maze of apparently 
contradictory signals about racial stereotyping” (Slaner and Clyne 2). 
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While working on his show, Delacroix is gets inspired by the cartoons from the first half of the 
twentieth century, films like Birth of a Nation and The Jazz Singer , documentary footage of soft 
shoe and tap, newsreels of watermelon-eating contests, and so on. The stereotypes that he 
employs also include visual exaggerations of facial and bodily characteristics such as: 
shiny blackfaces, huge, “liver” lips, bulging white eyes, rotund women with skinny, diminutive 
men, and of course, blackface makeup for both blacks and whites. Personality characterizations 
include vacant stares, slow, slurred speech, exaggerated deference to whites, fearful trembling, 
spasmodic gesturing, cannibalism, and gustatory excitements occasioned by chicken houses 
and “nigger apples. ” (Slaner and Clyne 9). 

All the characters backstage reveal archetypes and intra-racism. Delacroix, whose real 
name was actually Peerless Dothan, embodies the type of the educated African American who 
tries to be more interesting, act aristocratic, achieve fame with all means possible. Moreover, 
he feels superior to the other black people and does not enjoy associating too much to them. 
Sloane Hopkins alternates between the ‘Independent Black Woman’ who is criticised due to 
her financial successful and accused of sleeping with her boss in order to be promoted, and the 
‘Angry Black Woman’ who berates black males. Manray and Womack and all the other 
characters which appear on the strange with them can easily been seen as ‘Black-face’, 
‘Sambo’, ‘Mammy’, ‘Mandingo Negro’, ‘Sapphire’, while the rappers are definitely the ‘Drug 
Lords’, ‘Crack Victims’, in one word, the ‘Evil’. 

Starting from the idea that “There is no such thing as negative publicity”, Spike Lee also 
underlines the commercial character of stereotypes and of racism in general. Terms such as 
“politically correctness”, lines such as: “I have a Yale Ph.D. in African American Studies” or 
the idea of fraternizing and becoming Black, do not show respect or admiration towards Blacks 
but accentuate de racial differences, give stereotype a more important place and generate a new 
type of discrimination (Bamboozled). This is much worse than before, because it is ‘slippery’ 
and acts in the shadow. 

In conclusion, Spike Lee’s movies Do the Right Thing (1989) and Bamboozled (2001) 
make the public aware of the stereotypes and the inter/intra-racism which concern the African 
American community. They raise many controversies because instead of praising the qualities 
of the Blacks, they unmask their faults and criticises them severely while trying to teach the 
audience some very important lessons such as avoiding violence, acting for a better change, 
embracing tolerance and acceptance. 
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Abstract: The following paper brings a contribution to researches carried out in the field of 
anthropology and social sciences on the issues of rural violence. The study focuses on the collective 
memory and imagery documents recorded and depicted in literature, seeking to uncover patterns of 
rural violence, taking as a case study two novellas representative for Greek and Romanian rural 
settings. The findings note the affinities and shared patterns between these two cultural settings and 
reveal the complexity of the Greek characters and the points of divergence between the patterns of 
violence of rural Greece and Romania. 
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Introduction 


Research reveals (e.g. Asay, DeFrain, Metzger, Moyer, 2014; NationMaster 2014) both 
Greece and Romania stand high in terms of violence and anthropologists (e.g. Du Boulay 1986) 
stress particularly on rural violence. To this we bring our contribution in the following paper, 
resorting to collective memory and imagery documents as recorded and depicted in literature, 
to point out some patterns of behaviour that bring these two settings together regarding rural 
violence. It is not to say other cultural settings cannot be fitted in this frame, but for practical 
purposes, rigueur, and close ties between these cultural spaces, we have selected Greece and 
Romanian rural settings. The endeavour is theoretically compelling as much has been argued 
on the resemblances between Greek and Romanian cultures under the frame of Balkanism. 
Following this line of inquiry we investigate this particular aspect as noted in works of Panait 
Istrati and Karagatsis, both representative authors for their cultural settings, displaying a 
particular interest in social environments. The study explores the patterns of rural violence as 
encountered in Romanian and Greek literature, working from Codin by Panait Istrati and 
Whirlwind by Karagatsis. 

Literature as social and anthropological document 

The idea of investigating and gaining insight in social phenomena taking into account 
literary resources can be traced back to the emergence of a branch of anthropology, literary 
anthropology, initiated by Fernando Poyatos (Poyatos, 1988) and also branch of comparative 
literature, imagology (Beller & Leerssen, 2007). Poyatos brings forward the idea that national 
literature contains undoubtedly significant information regarding the human lifestyle, habits, 
customs, concerns, values and ideas. Regardless of the fact literature bears fictitious character, 
literary anthropologists consider that writers bring out inherited cultural aspects to which they 
are invariably exposed. It has long been considered by them that art is the expression of the 
ethnic soul ‘ That specific national character of a particular literature is not owed necessarily 
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to the subject of the work of art - profoundly national - but as to the soul of the writer, to the 
way they observe life and frames z7’(Ibraileanu 1977: 93). 

Lucian Boia puts it in a very simple but clear way a statement about the imagery: all that one 
can learn about the society, economy, morals, must be filtrated from a conglomerate of real 
and fictional elements, of history and contemporary, of archetypes and innovations. This 
conjoint does not represent the world, but an image of the world. (Boia 2006: 50). In other 
words, the imagery is essential to understanding social and cultural phenomena and, as he 
explains it, into account must be taken both the real facts (such as historical events) and also 
their representation, in a wide range of sources such as literature, and not only. An important 
source of documents is equally represented by oral tradition: myths, legends, historical 
remembrances, beliefs, superstitions, all passed down through generations, forming that which 
gets to be the contemporary folklore. Although, obviously, at the beginning these were the 
means of passing down the knowledge for societies that hadn’t yet gotten to the phase of 
writing, nowadays the technology allows for the oral communication to still be a current 
practice - television, radio stations, phone conversations etc. All in all ‘ It is the literary text that 
reveals a social and cultural imagery. It is about focusing the reflections on the anthropological 
frontiers of the cultural and the social. [...] The literature stems out of the society and their 
cultures. It can offer a variety of ways to discover a foreign culture and its diversity at a certain 
moment and context. It opens new perspectives on ways of thinking, living, values, conflicts, 
myths, self images and images about the other, through fictional or real characters, in a story 
from a social and cultural context in which the author is anchored . ’ (Iorga, 2009: 386) 

In a dynamic modern understanding of literary text, the latter provides more and more 
for researchers from various fields: from Balzac onwards, author whose works translate the 
complex image of the social myth, the literary text exceeds the classic means and aims, and 
becomes a complex, as well as convenient support for social-anthropological researches. Of 
course, a ‘file’ of patterns of violence has begun and been registered since prehistoric times 
through many other means that have served to great a collective memory and imagery. 

Our research will entail two novellas from 20 th century literature from the modem-Greek and 
Romanian spaces. The two novellas under scrutiny offer two possible realities consistent with 
literary illusion which sublimates the naked reality from two areas: Larisa region and Braila 
region. Karagatsis is amongst the few modem-Greek writers that has gotten the attention of 
western translators through a type of prose which ‘cosmo-politicizes’ a flat and dull world as it 
appears to the West - the Greek village exiting Turkish patterns that have lasted for centuries. 
Panait Istrati is ‘westernized’ through life, language, culture and literary relations, being the 
first Romanian writer to have brought existential models translated into literature in the 
cosmopolite area of Braila. Both novellas configure environments defined by latent tensioned 
states, historically motivated, as well as socially, anthropologically and ethnically, through two 
characters representative for that: Nasos and Codin. Beyond the strong and vivid social- 
anthropologic imagery (which can generate a complex debate) our investigation leads and leans 
towards the way in which violence can become a way of life - a mode of existence. 

For Codin, the evidence is deliberately imposed, and the act of erotic betrayal brings a 
vindictive behaviour according to the ‘notoriety’ of the character. For Nasos, the situation is by 
far more complex: the custom of ‘obeying the earth’ to which his father subdues, the issue of 
the woman sold as an object (the French woman), the rape of the sick girl (there is an entire 
naturalism in the description), the trial and the implication of corrupted justice, and of a 
powerless god. But, what Karagatsis speculates more, as opposed to Istrati, is the late ethnical, 
sexual- paternalist hatred awakened in Gundis, who learns his both children were in fact 
procreated by someone else, from the ottoman aristocracy. It is worthy to investigate the impact 
of the Turkish factors in a rural area, Thessalia, under centuries of ottoman occupation. 
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A South-Eastern mentality? 

The discussion on the distinction between different orientations in literature based on 
geographical and cultural areas is far from new, but the Balkan area has drawn the attention of 
scholars and often enough the views on cultural, social, historical issues which characterize it 
are divergent. The literary critic George Calinescu introduced a concept which he named 
literary balkanism, and distinguishes between types of prose and novelists. For Ovid 
Crohmalniceanu, the literary balkanism is a particular image of south-eastern world, (apud 
Antoneta Olteanu, 2004: 64).We consider the terms and concepts of balkanism - homo 
balcanicus - Balkan culture - in line with debates, discussions and consideration started with 
Iorga (1972) and Calinescu (1982) initially, followed by Mircea Muthu (1976) and Al. Dutu 
(1982) later on. Our observations about the new modes of violence in the two spheres concern 
convergences and divergence between these spaces, under the circumstances in which we can 
speak about balkanity in a framework, partially shared with the Romanian world as well, as a 
result of a byzantine inheritance, and literary balkanism, as a compromise of surviving through 
art, which again gives specificity to the area. The specific dimension of balkanism and homo 
balcanicus behaviour is placed under the mark of existential tragic that generates compromises 
as it is the case of Gundis from Karagatsis novella - Mircea Muthu (1999) discusses about 
homo duplex as a tragic result of space of interferences between cultures and civilizations. 

The term of Balkan mentality was coined for the first time by Jovan Cvijic, Serbian 
geographer; in his work in which he takes into account the psychological, intellectual or moral 
characteristics of the populations that he conceived as a product of a complexity of factors with 
their origin in the nature of the geographical environment (Olteanu, 2004: 51). It is interesting 
and also important to note that this term, from its very beginnings, was placed on the side to 
those of orientalism and bizantinism. Balkanism is usually, incriminatory, infamous, 
duplicitious, due to its ethnical sworming, succession of imperial powers and fragility of the 
statal formation in the area. Still, both bizantinism and balkanism, and sometimes orientalism 
relates in multiple ways to Greece area. The attempt of finding the common aspects or grounds, 
such as the resemblances of literary motives and the roots from where they stem, ought to be 
anticipated by certain criteria. 

Looking into ethnographic documents, literature, historical recordings, observations, 
myths, we can reveal traits and reciprocal borrowings from different regions from remote times, 
since culture in itself appears in a form that is not rigid or pre-planned. Olteanu (2004) states 
that despite the obvious positive role the Ottoman Empire had, its influence altered the national 
spirit, in the material and spiritual sphere also and had to be removed once the national identity 
was to be confirmed, but many of the cultural elements of ottoman origins were accepted as 
part of the cultural identity of these populations. It appears a powerful shaping of relations with 
the ottoman spirit in the Balkans. We emphasize that beyond the alteration of the national 
specificity or the willful acceptance of some elements that originate from the patterns of 
ottoman existence, there has been, since the Middle Ages, an influence and a fascination with 
the representation of the male and the chivalry coming from the Turks: in the West, the Crusades 
have brought the pattern of Saladin and of oriental non-vicious ‘chivalry’; in the Balkans, 
including in Romanian literature (e.g. Galaction) the image of the brave, redeeming, non- 
duplicitous Turk is to be found. In Karagatsis novella, the nodal anthropological point can be 
found in the confession made by the mother of the two siblings, Nasos and Zografo, who have 
as real fathers, in fact, two ottoman aristocrats. 

We seek to look beyond the influences in culture in terms of gastronomy, music, dances, 
architecture, urban structure, institutions, and see patterns of behaviours (Benedict 1943), more 
specifically, to see how certain aspects from the behaviour in rural Greece resembles the rural 
behaviour in Romania, in particular the violent behaviour. The entire region shares a macro- 
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social frame that has its root in the byzantine and ottoman legacy. If we take closer looks into 
these regions we can extend the list of similarities and draw links between the cultures of many 
of these regions. (Olteanu, 2004: 27) All in all, the Balkan area defined as it is, can be better 
understood as an area that shares, in general, certain traits that pervade even today the cultures, 
inherited from the ottoman legacy, but each of them exposed to other social and political 
circumstances adapted differently. Handman (1983:13) notes in her work on the fieldwork 'In 
Pouri, the war, be it Balkan, world war or civil, tortures, displaces and kills; the armed militia, 
as in cdl communities in Greece, is charged with enforcing the dominant order. The structured 
violence has created the frame of life'. 

Rural and traditional setting 

As the present paper takes as case study patterns of behaviours in rural and traditional 
settings from both Greek and Romanian spaces, we aim to emphasize in this section on the 
frame and shared characteristics between these two cultural settings, looking at the gender roles 
division and rural social life customs. Embarking on the analysis of the rural and traditional 
setting of two Greek-Orthodox cultural and social contexts does not appear to be far-fetched. 
To the contrary, scholars point out on the affinities these two cultural spaces which share 
comprising norms and values that stem from a common religious tradition but of the ottoman 
influence as well, which has had its impact on both spaces. 

Ortner (1981) and others have noted that in every known society we find women 
subordinated to man, a culturally determined phenomenon rather than biologically. 
Anthropologists have found that generally women’s association with domestic sphere is strong 
in all cultures (Dubisch, 1986). Drawing from Levi-Strauss’ opposition between nature and 
culture, Ortner suggests social facts derive from cultural interpretations of biology, which was 
held to be the reason for work division and others. Although views on cultural determinism 
diverge, at least two points are essential, but only the first one is relevant for the present study: 
that of the fact the role of the women arises from the way such roles are culturally defined. 
Mainly we are pointing out at the norms and values stemming from religion: the public shame 
and inner guilt as a result of sins, the importance of nuclear family, the inferior status of a 
woman in a society, and work division. In both settings the division between private and public 
life is set, mainly to respect with gender roles, linking men with public life and women with 
domestic realms. Traditionally, women are restricted to the house where they carry out their 
basic tasks, although in agriculturally-based communities as many Balkan areas were, these 
activities extend to working in the fields and caring the animals ‘ to start the endless miserable 
chores, the drudge which in the plains of Thessalia, was the only dowry women bring to men ’ 
(Karagatsis 1994: 224), whereas the public realm is open to men; it is advisable for men to 
avoid spending too much time at home and pass leisure hours with other men in coffeehouses, 
places forbidden to women (Loizos 1981, Kennedy 1986, Dubisch 1986). 

Sanday (1981) points out that the power relationship between sexes can be ‘mythical’ 
male dominance , where there is equal power for men and women and where men deny women’s 
while asserting their own, and actual male dominance . The interesting part of such ideology is 
that it can appear in societies where women exercise significant control over resources which 
some argues that it is the case of Greece, where women play the role of the guardian of the 
family, husband, and household. Equally, the reverse situation is that in some societies women 
are valued and appreciated but cannot exercise power, which again it is still the case of Greece 
as women are indeed valued for their female purity and attributions such as motherhood. 
Herzfeld (1986) argues that Greece exhibits conflicting mixture of gender ideologies which is 
why in the case study that follows it is possible to trace significant differences between 
women’s rural life in Greece and Romania. It appears nevertheless that the gender roles are 
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essential in rural communities as they guide and organise social life and attribution in both 
public life and private life, creating cultural customs and expectations from its members. It will 
prove relevant in the study case how ethnographical studies conducted in Greece reveal 
women’s images of the natural order ‘ Men are somehow superior. That’s why they’re men\ 
‘Men are other, ordained by God‘Men are intelligent, but women are gossips’, ‘Men are said 
to sit on the woman ’s right-hand side, while women on the left, are from the devil’, ‘Men are 
reliable, while women are naive and fearful, men are pure while women are polluted by blood 
and the blood of childbirth’, ‘Men are superior. It’s from the first myth, God cursed Eve, that 
she should be subordinate [...] subordinate in all things. Eve was cursed’ (Du Boulay 1986: 
140). In Greek literature women are depicted in a higher religious manner whereas in Romanian 
literature the depiction seem to be less informed by religious mysticism although religious 
customs and beliefs still pervade it. 

The hypothesis is that it appears that these traditional norms and values have informed 
a pattern in social behaviour that is consistent for both spaces which creates similar patterns of 
reaction to events. More precisely, the violent behaviour seems to be imagined and portrayed 
in similar linguistic expressions, the sameness some reactions seem to be triggered by same 
causes. Several reports reveal facts including that the Greek society does not recognize the 
essential equality between men and women in everyday life (Asay, DeFrain, Metzger, Moyer, 
2014: 99) the relationships between genders are based on the idea of power and subordination 
and of high significance for the present study is the results of the data which show the fact 
violence against women is easily excused and the victim is responsible for provoking it. Many 
victims do not report the abuses: women may convince themselves that the physical or 
psychological abuse they suffer is not really violence [...] women themselves learn to be 
submissive. The results also reveal that a lower percentage of woman from rural areas consider 
as violent the restriction of social and the reduction of the economic independence of women 
(Asay, DeFrain, Metzger, Moyer, 2014: 100) This idea will be explored in the following 
section. 

Collective memory converted into literature: the case of Codin by Panait Istrati and 

Whirlind by Karagatsis 

Reaching the standards of the 20 th century, literature (the prose, in particular) has the 
strength to convert the convincing narrative patterns of social behaviour into images, 
sublimating those structures that had been imposed at the level of collective memory patterns. 
The two literary texts we investigate allow us to compare, by bringing them closer and by 
differentiation, two worlds that, meeting in the basin of a gushing balkanity, set themselves 
apart, both by the uniqueness of some elements selected by the authors, and the inherent artistic 
perception in describing a marginal world, Comorfoca, a kn own place for the ‘knifers’ who 
impose their own set of rules and thus become notorious at the level of collective memory of 
those times and of the later times. 

The narrative device of the Romanian author that is configured at the level of affective 
memoirs of the child-character-narrator set on a dose of poeticism, can minimize a potential of 
violence that can and is always ready be activated, as it occurs in the last section of the novella. 
The Greek author, in an exemplary written text, reminding of the structures of ancient 
classicism of old Elada, renders the data of collective memory from and in several directions: 
the limited social existence through the description of an apparently and allegedly ‘calm’ 
family, from a village set in the region of Tessalia, recently united to Greece; the intrusion of 
the allogenous element, firstly through details that concern the life of the senior and his French 
mistress; through the rebellion of the mother that admits, as a vindication, that both children 
were not procreated by their current father, but by two Turkish bey; the description of a non- 
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rural social interface: judges, prosecutors, jury, solicitor, and finally, the sour-bitter pseudo¬ 
scene of religious touch attempt at the scene of the execution. What particularizes this novella, 
in a broad discussion about the imagery of the rural violence in literature, is the gradual 
crescendo in two parallel frames: the murder of the ‘guilty’ mistress and the resulting death 
following the rape of the teenage sick girl who is already ‘doomed’ due the cultural customs, 
laws that minimizes the right to life of the poor, especially of the women. The reader becomes 
more disturbed the more it attempts to understand the behaviour resorts of a father with 
manifestations difficult to understand in a regular society. 

The novella opens abruptly with the introduction of the cruel character of Dumitru. It 
makes the statement that his life was a continuous slavery due to the never-ending debs, lack 
of decent food and how all these reasons provided him with the motives to beat his wife ‘ For 
him any reason was good enough: if it seemed to him that his wife would lit the fire too slowly, 
the uncle, wearing boots would send them with her food into the ashes of the fireplace' (Istrati 
2009: 147). The reader can notice from this introduction the inferior position the women is held, 
by being placed in opposition with the authoritative figure of the man, who is revealed to be the 
one to get to express his contempt with life in a violent manner towards his wife. The novella 
frames very well the portrait of a rural family by creating characters with defining traits for 
their social roles. Women are blamed for it is in their nature to bear children and thus to become 
the ‘burden’ of the men. Dumitru advises his nephew, Adrian, not to ever get married because 
‘the woman is the devil’s work ’ and decries the nature’s course as fate "there is where we all 
end up. Sooner or later you realize then you have to work for two, for ten. Then you drink to 
forget and you beat to get relief... ’(Istrati 2009: 148). Women become the source of misery for 
man and for this reason they are supposed to endure their violence, since ‘everything starts with 
marriage’, which then leads to ‘mouths to feed’, burdens; they find their comfort in alcohol and 
feel relief when beating them. In Greek rural settings "it was very common for men to use force 
as a means of correcting their wives [...] it was bullying and grumbling and blows for the least 
thing[...] a little beating doesn’t matter ’ (Du Boulay 1986: 148-149). As it is understood, the 
man hold the burdens and responsibilities of the entire household hence he can become 
‘irritable’ and it falls into the woman’s job to provide relief by running efficiently the house, 
preparing warm meals right when he returns from the field tired and hungry, soothe his moods 
etc. while doing otherwise or failing to that would provoke his anger and madness. Thus it 
somehow appears that since women have brought the burdens it falls into their business to 
alleviate the outcomes and any reason appears to men as good enough for them to violently beat 
them. They are the ones who are supposed to intake the discontents of the men regardless of 
their nature or circumstances "what business ad he got to do and beat up a stranger? If he gets 
drunk, let him come home and beat his wife or his child. They won’t take him to court. ’ (Du 
Boulay 1986) It is understandable how it is socially and culturally acceptable that the men 
‘owns’ rights over his family that would and have to accept any behaviour: beating strangers is 
less socially accepted while beating the family appears as the natural course of life and cultural 
way for the man to get relief, which illustrates how men are placed in a position of power, 
strength and domination over their family. 

Since women are the seen ‘root of all evil’, they are despised, disregarded, given an inferior 
position and treated like property. From Karagatsis’ novella we observe how women are made 
‘useful’ to the family and play a role in community’s exchanges by being traded to men under 
various agreements be it marriage or as maids. Zografo’s father is given as an in-house maid to 
Hatzithomas as he is relieved from paying the usual amount of money from the crops. Later on, 
she gets raped by him, act that is followed by her death. Her father, Gundis, wants to cover up 
the entire situation "his first thought facing the corpse of her daughter was to protect the 
perpetrator. He would have nothing to win it this would get out ’ (Karagatsis 1994: 235). The 
reader is bound to observe from this scene that the sense of justice and fatherly affection are 
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not even in question since ‘the rules’ have been made from long before. Much like Istrati’s 
character, Dumitru, Gundis considers that this is the fate in society ‘ life runs following universal 
laws, independent from people’s will. In his view, fate is not the uncontrollable force that 
divides well from evil after its own taste. Everything that happens in this world is according to 
God’s will. Since forever, the boyar sleeps with the wife and the daughter of the peasant. This 
is the unwritten law of God and of the people' (234). It appears that fate has already decided 
the nature’s course and it has been rooted in their social and cultural life that things happen in 
a certain way and one ought not to interfere. Affection and family love is preceded by public 
life, in the case of men. We see how Gundis tries to bring his son ‘on the right track’, i.e. to 
behave according to the prescribed unspoken social rules, to make him be the way he considers 
that Nasos should be - more proud and less of a dreamer - to the extent that he would beat him 
merciless with the belt (210). Gundis preserved from his ancestors the idea that the head of the 
family, the leader of the gentry has right over the life and death over those borne from his flesh, 
belief that entitles him to treat his off-springs as own property, reason for which he would easily 
sacrifice the daughter for preserving the good image in public. This is interestingly enough 
consistent with the ancient myths and practices where fathers would expose their sons (Bonnard 
2005) and daughters (Leduc 2005) and no legal disposition prohibited or limited the Athenians 
from their right to expose the children (Ludovic Beauchet according to Bonnard 2005). The 
representations of a father exposing his children are related to the paternal powers in its 
religious, political and domestic dimensions (Bonnard 2005). Although we are not openly 
claiming Gundis is literally exposing his children, he does nevertheless hold the belief of all- 
powerful right over their lives and pretend to exert control over it, an idea he has inherited 
culturally. 

In Greek villages women are perceived as by nature fallen and by destiny redeemed as 
they represent moral and physical weakness, but gain the spiritual role of the guardian of the 
house and family (Du Boulay 1986). In Orthodox Christian morality the women as mothers and 
wives has been a crucial influence on defining their lifestyles and interests (Lazaridis 2009). 
Thus, it rests on the woman’s shoulders to ensure the harmony, cohesion and well-being of the 
family nucleus, meaning they have to accept and preserve the family formula no matter the 
costs. Generally, battered women in rural Greece are praised for enduring and for not dissolving 
the marriage, sacrificing themselves for the sake of the children, being seen as martyrs; whereas 
if they stand up for themselves they are stigmatized and considered self-centered for that would 
mean breaking up a family, preserving thus the ‘harmony’ (Lazaridis 2009). If we look at Panait 
Istrati’s novella we notice how women see the violence inflicted on them ‘women, even my 
mom, would speak about these tortures with such a calm tone that was disturbing: they had 
already gotten used to it. They were [actually] surprised to hear that the brutalized mother had 
slept a week in her room ’ (Istrati 2009: 181). It seems that the social and cultural customs and 
norms have become internalized so that they are accepted as such in this context as well, just 
like Gundis accepts the fact that it had long before been established that the boyar can sleep 
with the wife and daughter of the peasant. Acceptance appears as a way of obeying to cultural 
customs and following them as such, which we can observe in both novellas ‘ You could have 
said that each of them had made out of it a daily chore; him of providing her the regular amount 
of beating and to throw her out; her, of being in the position of receiving, groaning, and sit on 
the ground. No words, no loud scream, no explanation. Each one knew what this was all about ’ 
(Istrati 2009: 181). What draws the attention here is precisely the fact that no words are spoken 
and there is no screaming as it would be the case of an argument; instead it appears to be a part 
of a regular daily life in as much as greeting or other typical and usual social habits. Under this 
frame, the aspect of rural violence drew the attention of the present study as it appears that 
certain behaviours are accepted, internalized and normalized, becoming part of a cultural habit 
and routine. Although it seems that violence is a typical reality in rural areas, an every-day 
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phenomenon to which individuals get used to, Istrati brings forth a dramatic situation, 
emphasizing on the alienation and disintegration individuals suffer, despite the so-perceived 
adaptation and appropriation of violence. By placing two exceptional characters together, 
Adrian, a young boy fascinated by books, possessing an inquisitive mind, and Codin, a murderer 
with a rotten soul by the dark past, Istrati creates an antagonism that invites to a reflection on 
the development of individuals in a given environment. Codin is surprised when Adrian does 
him a favour without expecting anything in return, but from the kindness of his heart, and 
Adrian is equally intrigued by the man who was deemed by others as pure evil. Codin expects 
that all individuals are self-interest driven while Adrian is surprised to see that an ex-convicted 
felt the need of a kind friendship when his entire past was marked by violence. The text reveals 
two sides of Codin, as being tom from two opposed directions: on the one hand, he is kind to 
the others and they love him for his good deeds, and on the other hand he is brutal and cruel to 
his parents, which be beats violently 'my friend would now beat his mother every night and then 
he would throw out on the road. As it was very hot she would stay there, bent, until dawn. In 
the morning, as he was leaving the port, Codin would find her sleeping and would kick her in 
the stomach, leaving her moaning'' (Istrati 2009: 181). His hatred towards his parents is to him 
justified by the fact that he was despised, beaten by them as a child, and mocked for his ugliness 
7 am the son of two worms ! My parents would beat me and send me to steal petty goods: some 
corn bag, or a chicken from a neighbour. Instead of thanking me they’d say I was so ugly I 
could make a woman abort [...] until I turned fourteen and it was my turn to caress them in my 
way\ Then it was that my blood was poisoned with the venom of all the snakes in the worldl As 
soon as they’d start talking about my ugliness, I would break their ribs on the spot. 1 think my 
father died by own hand. ’ (Istrati 2009: 187). It looks as a vicious circle - unloving parents and 
a child not only deprived by their love, but grown in a violent environment, learning on his own 
the hardships of life and initiated into that which appears to him as a ruthless world - which in 
its turn have made him ferocious and a murderer, avenging with impunity, not necessarily for 
what he had to endure, as a child but for what they has made out of him ‘[. ..]but to tell you not 
to host such rotter into your home! She is not a mother, she’s the plague [...] She’s hold her in 
her womb, Codin\ [...] Do not remind me\ [...] I’m ashamedl [...] She fed me venom.' (Istrati, 
2009: 183) We are revealed that Codin is suffering because of that which he has become, for 
that he cannot be otherwise, and that is likely he become attached to Adrian for his fortune of 
preserving his purity and genuine soul in a vicious and cruel environment. 

We observe how Codin not only despises himself for the way he is - cruel, merciless and violent 
- but how he opposes Dumitru, who finds comfort in beating women and animals, because it 
soothes his own inner pain; but in both cases, these characters are practicing a violent behaviour 
from which they cannot break out: for one, it has become a way of coping to the world, of 
revenging his own misfortunes, in a psychologically compelled and uncontrolled way, and for 
the other it is the only way things are bound to work and he has made peace with it. In the 
middle, there is Adrian, a young boy who observes the social reality and wonders on the 
meanings of all these acts. The reader can question what is it going to be out of a pure soul such 
as his, in an environment, that regardless of the causes that drive cruelty and brutality seems to 
create same characters? Would that entail that there is a pattern in violent behaviour informed 
by the environment and cultural norms? It appears that Codin is the result of violent 
consequences that represented his environment, while Gandis and Hatzithomas are informed 
by cultural norms, according to which children are the property of the chief of the family, and 
respectively, women are the property of their master, or of that who acquires them. Thus, in 
both cases, violence seem to stems out of different, but still externally informed reasons, as 
environment and culture are intertwined and one informs the other and vice-versa. Thus, in both 
cases it can be assumed that violence, accepted and tolerated in an environment, such as the 
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rural setting, and more specifically a family in a rural setting, is informed by cultural values of 
that particular setting and play a role in validating and legitimizing it. 

In both novellas, it is striking and compelling another vivid type of violent behaviour: 
the one informed by vindication. We see in the case of Gandis, after he finds out that Nasos and 
Zografo were not his children, but which he had been raising as his own, feels no remorse or 
compassion in hurting Nasos’ case at the trial for Odette’s murder, seeking that his sentence be 
the capital one. In this sense, he shifts from being a father to that of a sworn enemy, seeing in 
Nasos the betrayal of his wife, and does not hesitate in playing the essential part in his death 
‘ That’s a life\ A life ! Father, is that youl Fatherll Gundis began laughing sarcastically. His 
mouth with horrible teeth is terrifying. All of a sudden Nasos ’ anger moment ceased. That 
laughter ...That devilish face...He is his father. His father - who he doesn’t recognize him. That 
is sending him to death. The world becomes empty. Life loses all meaning' {Karagatsis 1994: 
247). The reader is however inclined to wonder if Gundis had done the same had Nasos been 
his actual son, considering he was willing to hide Zografo’s rape and murder and protect the 
perpetrator. Equally, Hatzithomas, suspecting Odette’s cheating goes after her and kills her, act 
that occurs right after he had been abusing Zografo. The reader is compelled to notice the sense 
of propriety and domination of the male, who owns and abuses women - the idea that a woman 
would be cheating on him is not ideologically accepted, hence his quest for vindication. In the 
case of Codin, his vindication against his parents is driven by what can be understood as a result 
of a psychological damage and inflicting pain has become the only way he can cope with the 
reality. By growing up he gained the necessary strength to fight back and gain control over his 
life, with the unfortunate damage to his emotional condition. Dumitru’s violence is not as much 
vindication as it is a discharge against what he considers to be the root of all his misery. The 
striking difference between the revenge in Istrati’s novella and Karagatsis text is that whereas 
the latter seems that vindication is completed after the act of murder and trail statement, in the 
former it appears that is never fulfilled - the characters seem to be leading a life of eternal 
misery in which violence is the only way of coping with it. Thus we can notice that whereas the 
violence is more evil driven in the case of Karagatsis, in Istrati’s case it appears to be stemming 
from a profound contempt, misery and what is perceived by them as eternal damnation. It is not 
surprising to observe the evil violence and importance of revenge in Karagatsis novella, as 
Greek culture knows the concept of vendetta which remains even today a present practice in 
some regions in Crete and can be considered an important cultural understanding of the Greeks 
about the natural order of the things. 

Conclusions 


Unlike the means of manifestation of violence in urban areas, the rural violence stem from 
atavist inheritance, many times being merely an interface of some links, relations and customs 
almost forgotten. At both the Greeks and Romanians it is to be noted the hatred inherited from 
the clan lines or at levels dictated by social hierarchies. In the Greek space there are different 
forms that stem from a contextualization of cosmopolitism stronger than in Romanian rural 
villages. On the other hand, rural violence in Romanian settings is quickly consumed, being an 
explosion without a retort; for the Greeks, as we can understand from the novella, the violence 
determines successive images, elaborated as in a performance that includes the preparation of 
the event, its consumption, registering the reactions of other participants, the preparation of the 
trial, the death scene, and the collateral effects on the witness-actors. Panait Istrati is focused 
on bringing out a one dimension of the manifestation of violence, while Karagatsis officiates 
the tragic in a natural extension of the antique heroic, which is re-ordered in a world close to 
Olympos, a world in which gods have long been asleep, Jesus Christ has in vain given his blood 
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to humans, and the tragic sacrifice is insinuated in the earth, that becomes the symbol of the 
eternal remembrance, beyond religions and myths, always alterable. 
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Abstract: Feminist theorists like Judith Butler and Julia Kristeva, although following the work of 
poststructuralist thinkers Michel Foucault and Jacques Lacan, who ‘decentered’ the traditional 
autonomous and rational subject, felt the need to re-think subjectivity in terms that would allow for 
agency and political action. Their anti-essentialism led them to construct gender identities as 
performative (Bu tler) and subjectivity as a process (Kristeva), concepts that, they argued, allowed for 
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I.Introduction 

Recent theories of subjectivity stress the procesual, constructed nature of the self: 
poststructuralist thinkers like Michel Foucault, Jacques Lacan, Louis Althusser and Jacques 
Derrida have envisaged the subject less in the shape of the autonomous, free-willed, pre-given 
self that gave birth to the Enlightenment modern project and more as a “lack”, “a process”, “an 
effect”, shaped and moulded by various forces at work in the world: political power, ideology, 
language. The theories of subjectivity that emerged in the 20 th century contested fiercely the 
autonomy and rationality of the human subject. Michel Foucault gave voice to this theoretical 
undertaking of poststructuralism: “The researches of psychoanalysis, of linguistics, of 
anthropology have “decentered” the subject in relation to the laws of its desire, the forms of its 
language, the rules of its actions, or the play of its mythical and imaginative 
discourse .''{Archaeology 22) Sigmund Freud’s theory of the unconscious as the repository of 
hidden forces that are beyond rational control, Jacques Lacan’s symbolic order (consisting of 
language, beliefs, ideologies) through which the infant is alienated from the imaginary and 
acculturated into society, Clifford Geertz’ concept of the “thick description” (anti-essential and 
anti-totalitarian) that ought to be the primary methodology in anthropological studies, 
Althusser’s theory of the subject as ‘interpellated’ by ideology, Saussure ‘s characterization of 
language as a system of signs working on the basis of difference and opposition and later Giles 
Deleuze’s claim in Difference and Repetition that difference is internal to every idea represent 
just a few of the most powerful contestations of the idea of the modem heterogeneous, 
autonomous and rational subject. This led of course to an understanding of the subject as 
incapable of taking any meaningful political action, of its being devoid of ‘agency’. Feminist 
thinkers like Judith Butler, although disciples of Foucault, felt the need to re-think subjectivity 
in terms that would allow for agency and political action. Their anti-essentialism led them to 
construct gender identities as performative (Butler) and subjectivity as a process (Kristeva), 
concepts that, they argued, allowed for resistance and thus for agency. 


332 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


II. Judith Butler: Gender Identity Is Performative 

Extremely critical of earlier feminist theorists like Helene Cixous and Luce Irigaray who 
defined the feminine in metaphysical terms, Judith Butler set out to prove that the masculine 
and the feminine were not substantially opposed/different, but that gender identities are 
performative. In her book Gender Trouble: Feminism and the Subversion of Identity, Butler 
argues against the notion, common in most feminist writing, that a feminist politics needs a 
definition of feminine identity, in which essential features of women should be included in 
order that women would have the same political interests and goals. 

Butler begins her argument by building on the sex/gender distinction, first articulated 
by the Marxist feminist critic Simone de Beauvoir: 

One is not bom, but becomes a woman. No biological, psychological, or economic fate determines 
the figure that the human female presents in society: it is civilization as a whole that produces this 
creature, intermediate between male and eunuch, which is described as feminine. (249) 

Here, the link between biological sex and cultural gender is severed. The social identity that 
is perceived as feminine is not the result of a natural essence, but a complex product of cultural 
factors and historical forces that cooperate to define the norms of proper feminine behavior. 
Even if we are bom with different body structures, this does not automatically entail that we 
should dress and behave differently, and that social and economic power should be distributed 
unevenly between the two sexes. The ‘natural’ distinction between men and women is 
constructed by culture and politics. These cultural and political constructions (which are 
variable historically) are imposed on the biological difference. Sex is determined by nature, and 
gender is determined by culture and imposed on the first. 

Butler takes issue with this way of seeing things and reverses the situation by insisting 
that culture comes first - we construct biological truth from a specific cultural perspective. We 
can speculate about the nature/culture distinction only from the side of a gender system already 
immersed in the specific values, structures and priorities of the culture in which we live. Woman 
as lacking and passive is perceived in this way not on the evidence of her biological sex, but 
from the phallocentric perspective of the patriarchal order. When we see in nature the division 
into the masculine and the feminine, we do so because we are affected by the gender logic that 
rules our culture: 

As a cultural sign, the body sets limits to the imaginary meanings it engenders, yet it is 
never free of an imaginary construction. The fantasized body can never be understood in 
relation to the body as real; it can only be understood in relation to another culturally instituted 
fantasy, one which claims the place of the “literal” and “the real”. The limits of the “real” are 
produced within the naturalized heterosexualization of bodies in which physical facts serve as 
causes and desires reflect the inexorable effects of that physicality. ( Gender Trouble 71) 

There is no natural sex which precedes the social construction of gender. In Bodies That 
Matter, Butler further argues that sex and gender are not only internalized (accepted as 
identities), they are simultaneously materialized (produced through the material body). The 
meanings that we give to the body are social meanings, constructed by society and culture and 
gender is performative. 

Butler derives her conception of the ‘performative’ from the work of J.L. Austin. 
Performatives are a category of verbs whose meanings do not refer to some abstract concepts 
outside language, but which perfonn the very action they name. For example “I name this child 
Jennifer”, or “I pronounce you husband and wife”- the verbs in these sentences make things 
happen: a baptism, a marriage. This happens only in certain contexts, under what Austin calls 
“felicitous conditions”: the person/people who make the utterance should be authorized to do 
this (only a priest could perform the baptism/marriage), the place where the utterance is said 
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should be appropriate, recognized socially or legally (a church) and the person/people about 
whom these things are pronounced must be again socially or legally recognized as appropriate 
(the child should have a birth certificate, the couple a marriage certificate). 

For Butler, gender works much in the same way. In order to be masculine or feminine 
you have perform yourself (to behave) in socially and legally recognized ways. Gender becomes 
thus a set of correctly performed gestures that link the subject to what is socially perceived as 
the standard for normal identification, and not the expression of a natural feminine or masculine 
sex. Drawing on the Foucaultian understanding of subjectivity as an effect of discourses 
instituted by power/knowledge, Butler argues that the reality of gender is the effect of public 
discourse: 

Such acts, gestures, enactments generally construed, are performative in the sense that 
the essence or identity that they otherwise purport to express are fabrications manufactured and 
sustained through corporeal signs and other discursive means. That the gendered body is 
performative suggests that it has no ontological status apart from the various acts which 
constitute its reality. This also suggests that if that reality is fabricated as an interior essence, 
that very interiority is an effect and function of a decidedly public and social discourse, the 
public regulation of fantasy through the surface politics of the body, the gender border control 
that differentiates inner from outer, and so institutes the “integrity” of the subject .{Gender 
Trouble 136) 

The clear demarcation between masculine and feminine is a requirement of cultures 
whose economies of existence are based on the normalization of heterosexual behavior. Gender 
is political. It points to the politics that structure a certain society at a certain historical stage. 
Power/knowledge represents these distinctions as natural and inevitable and subjects must 
conform. We pretend that our gendered behavior is authentic and spontaneous while at the same 
time trying to perform our masculinity/femininity in a socially sanctioned as correct way; 
otherwise, we risk being declared abnormal, isolated and ostracized by society. 

That gender is performative means that it is built on the correct repetitions of gendered 
behavior. As Bultler remarked of Foucault, subjectification (and gender) are a never-ending 
process that depends on the correct repetition of socially approved behaviour. The failure to 
repeat correctly (when a man cries in public, for example, or when a woman kills her baby, as 
in Toni Morrison’s Beloved ) reveals the artificiality of the gender system and at the same time 
gives evidence of a continuous resistance to the norms of gender. Thus, while Althusser was 
concerned with the ways in which interpellation successfully hails individuals into subject 
positions, Butler strives to prove that interpellation into specific gender positions does not 
always function and that there is a continuous, mostly unconscious resistance to the norms of 
heterosexual behavior. The fact that resistance is mainly conceived as unconscious 
differentiates Butler from theorists of agency, who situate agency at the conscious level of the 
human capacity for reflection. 

III. Julia Kristeva: Subjectivity Is a Process 

The French-Bulgarian writer, philosopher and feminist Julia Kristeva challenged conventional 
notions of identity through her concept of the abject and her ability to theorize subjectivity as 
discontinuous and perpetually in process. She drew heavily on Freud and Lacan, and yet she 
rejected their commitment to a hierarchical order and fixed and stable identities. She developed 
a model of subjectivity which brought to light the ambiguities and the uncertainties behind her 
predecessors’ ordered thought. 

Kristeva defined the abject as that which destabilizes all systems and hierarchies of 
meaning, truth, law and order. Her definition has much in common with postcolonial theorist 
Homi Bhabha’s later understanding of liminality and the Third Space: 
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It is thus not lack of cleanliness or health that causes abjection, but what disturbs identity, system, 
order. What does not respect borders, positions, rules. The in-between, the ambiguous, the composite. 
The traitor, the liar, the criminal with a good conscience, the shameless rapist, the killer who claims 
he is a saviour. (4) 

How does Kristeva arrive at this conception of the abject? In Powers of Horror: An 
Essay in Abjection , she takes up the Freudian theory of the formation of the conscious, rational 
subject through the repression of desire in the unconscious and argues that there is a zone where 
the repression of unconscious material is never complete. It is here that the process of abjection 
begins: 


The unconscious contents remain here excluded but in strange fashion: not radically enough to 
allow for a secure differentiation between subject and object, and yet clearly enough for a defensive 
position to be established... As if the fundamental opposition were between I and Other or, in more 
archaic fashion, between Inside and Outside. As if such an opposition subsumed the one between 
Conscious and Unconscious. (7) 

Freud claimed that subjectivization reached stability when a dividing line was instituted 
between the subject’s rational and social interests (what Cixous called the masculine domain of 
the Proper) and the repressed desires of the Oedipal stage. For Lacan, subjectivity began with 
the entrance into the Symbolic order, which condemned the subject to the elusive but tyrannical 
domination of language and simultaneously to a degree of nostalgia after the pre-oedipal stage 
called desire. Kristeva dissolves this model - there may be a rational attempt to repress the 
contents of the unconscious, yet unconscious material is not stored away in a closed box, but 
lingers on the borderline of the subject’s self-definition. Subjectivization is thus never complete. 
There is no clear demarcation between subject and object, between the position of the ‘I’ and 
the outside world. 

The subject is not a fixed system, with a clear boundary between conscious and 
unconscious and occasional outbreaks of irrational displacements, like in the Freudian model. 
The boundary is never completely established and so the subject is never formed. It oscillates 
at the gates of being, where this being generates intense feelings of ambivalence. “The subject 
does not perceive itself to be ordered and knowable. It feels it is constantly under threat, 
disrupted, in a state which is “as tempting as it is condemned” (1). 

Our subjectivity, Kristeva claims, is inevitably linked to the perception of our physical 
body. The imaginary boundary which both separates our body from the exterior world and gives 
the illusion of bodily integrity is the basis on which we establish our sense of selfhood. In 
reality, this separation is highly problematic, as the imaginary unity of the body is uncertain 
(broken by flows of matter that cross the boundary) and provisional (threatened by death). 

The separate and whole body is the body proper (“le corps proper”), a fantasy of a clean, 
stable, well-defined body which we maintain daily in order to feel safe in our sense of 
subjectivity. “Le corps propre” is what we imply by using the grammatical ‘I’. It outlines a 
subject which is totally in control of his body and of himself. Nevertheless, this sense of 
selfhood that we nurture through the care of the body proper is not permanent. It is a fantasy 
controlled by ideology. Even though we are constantly in a defensive position, trying to draw 
the line between outside and inside, the boundary of the body proper is punctured by physical 
flows: mucus, sweat, tears, blood/menstrual blood, semen, vomit, urine, etc. These phenomena 
challenge the body proper, undermining its cleanliness and our sense of ownership and control. 

The defensive position we take in front of these transgressions is the most obvious sign 
of the drama of abjection. We try to get rid of the evidence of these physical flows in order to 
feel secure in our sense of selfhood, closely tied with wholeness and cleanliness of the body. 
The self, Kristeva argues, attempts to define itself by excluding the evidence in a process of 


335 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


alienation: “I give birth to myself amid the violence of sobs, of vomit” (3) However, neither the 
definition, nor the exclusion is ever complete and so “a vortex of summons and repulsion places 
the one haunted by it literally beside himself’(1)- We remain forever torn between the summons 
of the self and the repulsion towards transgressive matter -“matter out of place” 1 in Mary 
Douglas’s definition (36). That is why things that cross boundaries unsettle us. We feel 
threatened by whatever seems to belong to both sides of the demarcating line between things. 
This line can be both physical and metaphorical. Kristeva exemplifies our horror of the physical 
abject in two common phobias: the repulsion we see at the sight of the skin on the surface of 
mi lk (indicative of the dividing line between liquid and air) and at a corpse (the ambiguous line 
between life and death). 

The horror of the abject is the horror of the ambiguous, the undefined, the mixed and 
inter-polluted. This applies not only to the level of physical things and states, but also to abstract 
systems of power, law, order and truth. The subject’s maintenance of the body proper, its careful 
exclusion of everything ambiguous and transgressive constitutes the basis for the political and 
social stability of the patriarchal order. In every political, cultural and religious system there is 
a continuous battle between the law and abjection, which defies and unsettles the law. Kristeva 
exemplifies this continuous struggle with examples from the Old Testament (Leviticus), in 
which animals defined as pure (and suitable to be eaten) are only those which keep inside their 
domain: pasture, sea or air. 

Although both Butler’s and Kristeva’s theories were seminal in defining feminist 
thought, they came under intense criticism from some neo-Marxist postcolonial thinkers such 
as Aijaz Ahmad or the Subaltern Studies group, who argued that the 
poststructuralist/postmodern conception of a split, fragmented and unstable subject cannot 
accommodate the idea of a minimum agency that is necessary for the postcolonial subject in 
order to resist the strategies of colonial and neo-colonial power. 
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Abstract: The vision of this article’s author on the psalm is that Tudor Arghezi’s psalms are read, in 
this case, differently than other scholars would normally read. The Romanian poet could manifest 
himself in both a contemplative and pragmatic manner on the very basis of an organic synthesis between 
the cultural-stylistic influences of the East and those of the West. Freely sitting on his own writing, the 
creator of the right words experiments with something absolutely new: ostensionating/ ostensiologizing 
of his own lyrical discourse (a shown structure). (I.P. —B.). 


Keywords: the Psalms, the language, modern poetry, essential imaginary, the double meaning 


I read other psalms written by Arghezi [1]. I read those psalms that, if Francis Fukuyama 
[2] had read, would have associated our poet’s name with that of...Nietzsche [3].Why would 
that be the case? That is so, because our writer also permitted the complete liberation of man 
from previous moral constraints. The supreme shape of human creativity was not art for 
Nietzsche, but the creation of new values, reevaluating them, starting with those of Christianity. 
Tudor Arghezi wrote in his book The Psalm Writer. Who told me man is high and great/ 
Because he knows for certain among other beings that he would die. In a psalm he declared he 
knew his more special calling: I bear the sign within/ That I hold the great cure for death. 

Nikolai Berdiaev also stated that: Christianity has remained an unfinished revelation of 
the true meaning and calling of man [4], In its ultimate, secret essence, his creation is holly. 
The poet is among those who can aspire at a higher spiritual life. In another psalm, Tudor 
Arghezi declared he had discovered the hard and poisoness taste for thought, that he understood 
the meaning of the words of the language which oscillates between concept and image. Mikel 
Dufrenne had also launched the idea that, by using the word, the poet discovers a flesh, material 
characteristic, a rich taste that poetry gives us for tasting, in speech [5]. Tudor Arghezi 
expresses this trans-linguistic/ trans-rhetoric aspect in a much inspired way in this poem: Where 
are your fingers/ To look for the thorns in my wreath? / Your hip laid down in grass, / which 
plants hold/ And listen to the sigh in your bosom/ Of love conquered, while you die? 

Modem poetry always doubles the theme of death with that of love. Arghezi’s poetry is 
courageous; it has a secret centre , which one can easily spot by following its sounds and visual 
perspective; which perspective is that? One should soon find that out, having browsed through 
T.S. Eliot’s The Waste Land [6], which moves the world to the unreal, irradiating it with 
mysteries, which, as long as the world were a real one, would never radiate from it. Just like 
Eliot, Arghezi uses an original style, with great, deep roots from which artistic emotion bursts 
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out; this operates in: images, human events, historical tragedies, miracles or cruel acts, useless 
atrocities: I went to see the Lord beaten on the cross/ Alone in the open field with crows and the 
sky ’.s' myrrh/ Looking at the sun as, full of blood, he died,/ With which he felt the same, 
originating from one root (psalm). Arghezi’s expressionism belongs to that of a suffering ego, 
of an incomplete ego, which accuses mankind of the most hideous crime of its existence. One 
has to deal with a ruined Christianity and Arghezi’s ego is torn apart to its essence. It is that of 
a homo duplex who must satisfy its satanic side in order to experience the holly side - would 
Hugo Friedrich say - [7]. The dilemma of such a poetic modernity is that it feels tormented by 
the escape from reality, without believing in a content-determined transcendence and made up 
as meaning and not being able to create it: Since the Holly Scripture was written/ You never 
stepped foot in here/ And years go by and centuries disappear/ Underneath you, underneath 
the sky (psalm). 

There is an essential imaginary, which truly comes from deep within. Tudor Arghezi 
demonstrated in the Romanian poetry, that, through a different kind of psalm, one could 
simultaneously exist in two plains, that of reality and the imaginary, in a world both real and 
fabulous. By taking the shine of his deities, of God Himself, of Jesus Christ, Arghezi 
contributed to crystallizing new myths because, - Lucian Boia says [8], the imaginary cannot 
be destroyed, can only be dislocated and recomposed in other shapes. I quote from other poems: 
On horse back, riding the wind, like Prince-Charming,/1 browsed the country, up and down,/ 
But once getting to the peaks and crossed gulches,/ Conquering the height was not in reach. 
Contradicting the myth of Prince-Charming and that of Icarus, the poet invents another myth - 
that of the unraveling of the God, following in Heidegger’s footsteps: the German situated the 
essence of the truth within the internal fitting perimeter, thus unraveling to us as freedom. This 
is the fact that - the let-to-be-being - Martin Heidegger insists [9] - is let lose from its hiding 
place. Because - Martin Heidegger continues - Freedom as a fact and an escape from the 
hiding of the being, has matched (s.m., I.P.B ffrom the beginning, on an emotional side every 
association to its being as a whole. Here is Arghezi: I’ve been trying my whole life to chat to 
you for an hour/ And you were hiding from me as soon as I showed myself. This inclination to 
feeling belongs to the East; the West is characterized by the factual nature of his actions. The 
feelings the European goes through in relation to destiny are genuine. The Indie man, who lives 
in the world, has a more deep relation to destiny. Tudor Arghezi’s poetry is the result of a 
formidable tension between his European soul on the one side and Indie on the other; of an 
attempt to neutralize the two ontologically opposed ways: of pursuing the horizon and retreating 
from it: Knowing you from only my feeling, / From confessions and secrets,/1 found myself 
thinking about you/ And felt better at heart./ My burdens seemed lighter,/Like after a blessing,/ 
Thirsty and hungry for you,/1 rose to my grave singing. Yes. The song is the ideal solution of 
such a duality. Because - Blaga thinks - the Romanian folk music moves with an amazing safety 
down the lines of those intermediary tones ...And what discretion in the melancholic 
modulations of this music of ours, in resemblance to the desperate excesses of Asia Minor’s 
music, which in some respects, reassembles our own music. 

As the fundaments of Arghezi’s poetry rise from the Romanian folk literary tradition, 
one may say that Tudor Arghezi as a psalm writer is an organic synthesis between the cultural 
stylistic influences of the East and West. As a matter of fact, the Chinese art resembles the art 
of the French impressionism, through its love of hue. The spatial horizon of Chinese art - 
Lucian Blaga considers[10] - is that which is successively built from places, which almost 
always ask for the viewers to watch; the spatial horizon of impressionism is that of the infinite 
perspective. I have included this fragment from Lucian Blaga studies in my work because the 
Chinese feeling of destiny is more neutral. 

Arghezi managed such a performance as to both contemplate and be factual, inviting us 
to treat his work as literature, as a fictional trans-rhetoric structure, whose elements and order 
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are determined by different trans-textual requirements. Tudor Arghezi also experienced the onto 
theological tradition, which had newly been infiltrated in science, literature and politics, but 
freed himself from it in due time: Caught between imagination and the wave of ghostly 
apparitions/1 am afraid to find answers, and I lay hidden/ From the round, sparkling eye/ But 
the soul prays on the bare rock:/ Help me, Father; escape my doubt (the Psalm writer). The 
poet wants something else. Richard Rorti says he is a moral identity and private autonomy [11]. 
Therefore, The Romanian wants to understand God, from its hermeneutic labyrinth of signs. 
Rorti would say that Arghezi’s ego invents itself, thinking of inhumane thoughts, in the sense 
that, a poet like him, had to have thoughts that no human being had had before him, to write 
special books, different from any written before, by using a different vocabulary from that of 
his own ki nd: To read the poetry Do you believe the fairytale [12], another of Arghezi’s 
masterpieces and try to interpret it as I have tried to do with his poems. Tudor Arghezi is a 
paradox writer, with a lyric discourse in which the transpersonal ego [13] cancels the arbitrary 
of any cultural shape through an absolute immanence (meaning one that includes its 
transcendence) and the hyperemic ego calls for the binding of the metaphysic and biologic, the 
expression of an ego which carries within signs from beyond itself, but cannot go over the 
boundaries of his own body (this is the essence of the expressionist poetics). 

The situation of Arghezi psalms corresponds to the double meaning of the truth of the being, 
conditioned on the one side by the limits of its own human condition, and the other side by its 
own onthic and/or axiological transcendence [14], 
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MAN'S MENTAL HEALTH 
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Abstract: We are living times when disease has become a subject as scary as it is obssessive. We hear 
people talking around us more and more about various forms of cancer - this disease of the cen tury , 
whose cure is hard to find. Its weight burdens not just the body, ruining it, but also the psychic, 
disarming the sufferer and isolating him from the others. This is why I consider that, in order to face 
such a tense and discouraging state, it is necessary to understand what man is and how disease ought 
to be received. Only understanding man as body and soul and bringing into light the influence of the 
soul’s integrity on physical health, can one offer to the man of our days the hope of a brighter life, 
although shadowed by the presence of a merciless disease. Such an attitude relies on faith in God - 
our Creator and Healer - and is built on the awareness regarding the state of sin darkening the soul, 
which needs to be freed by repentance. The Church, by its divine sendees, especially by the Mystery of 
the Confession of Sins, offers the chance of the meeting of the physically and spirtually ill man with 
God - “the Doctor of our souls and bodies ”, so that by this relation man may receive bodily but 
especially spiritual healing. 

Key words: psychic, mind, soul, disease, healing. 


Introduction 

Man is body and soul. They are not two isolated entities put together but perfectly 
compatible realities, interdependent, meant to live as a single unitary entity, which we call 
hypostasis or human person. This reality of the existence of the two elements and the mystery 
of their union is the key letting us understand man in his entirety and the human life with all its 
complexity. Accepting this truth also entails admitting the fact that, by the body, man is 
connected to matter, to the earth, and, by the soul, he is connected to God, in Whose Image man 
was created and to Whose likeness man is called (Genesis 1: 26 - 28). And since God is Spirit 
(cf. John 4: 16), this means that this unity body-soul needs to attain a state of high spirituality, 
which can only be realized in a close relation with the Divinity and only if the body lets itself 
led by the soul. 

According to the Church Fathers, that breath of life that embraced the body penetrating 
in each of its small parts is the rational power which, having the body members in its service, 
as if they were some tools, operates them according to its will 1 . For example, we shall quote 
Saint John of Damascus (7 th -8 th century): “The soul is a living substance, simple, non-corporeal 
by its nature, invisible to the physical eyes, immortal, rational, spiritual, shapeless; it serves 
itself of an organic body and gives it the power of living, growing, feeling and giving birth. It 


1 SF. IOAN GURA DE AUR, Scrieri-parted intdi. Omilii la Facere (I), in vol. PSB. nr. 21, translated by Pr. Dumitru 
Fecioru, E.I.B.M.B.O.R., Bucuresti, 1987, p. 145. 
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does not have a spirit separated from it, but its spirit is its cleanest part. Because the spirit is in 
the soul what the eye is for the body” 2 . 

Also according to the patristic tradition, the soul, one in essence, has three main 
faculties: the mind (gr. vouc;), as potential of all the acts of knowledge and thinking; appetite 
(gr. sjuOupia), as potential of all the desires and lusts and the potential of irascibility or anger 
(Gr. Gupog), which concerns the acts of courage, of manhood 3 . Thus, we find in St. Macarius 
of Egypt (4 th century), an answer to the question “Is the mind something and the soul something 
else?”, where he says: “Just as the members of the body, although many, compose a single man, 
similarly the members of the soul, although many: mind, conscience, will, thoughts that accuse 
and thoughts that defend, are, all, nevertheless, comprised in an entirety: they are members of 
the soul, and the inner man is but a single soul” 4 . In this sense, reason would be but a function 
of the mind. 

Often, the Holy Fathers alternatively use the terms “mind” and “heart”, the heart being 
a sort of center of the mind or of the soul, and the mind, the center of man. We take as an 
example the word of St. Diadochos of Photiki (5 th century), who, speaking about the Holy 
Baptism, affirms that by this Mystery “the grace of God settles in the very depth of the soul, 
namely in the mind”, so that from here, “from the depth of the heart, we may feel the divine 
love when we are thinking ardently about God” 5 . 

We gave these examples to render the way the Holy Fathers understood the mind as 
superior level of the soul, whose center is in the heart and which, being the innermost part in 
us, the most intimate part in us, is identical to the depth of the heart. 

According to the interpretation of the Greek patrologist John Romanidis, the mind 
represents “that mental energy exerting its function in the heart of the spiritually healthy man” 6 . 
This energy represents a single action of the soul working in the brain as reason and in the heart 
as mind. Thus, the same organ, the mind , exerts a rational work, started from the brain, which 
leads man to understanding, interpreting and rendering the surrounding reality and at the same 
time has a noetical action, started from the heart, which leads man to attaining his aim: seeing 
God. “Blessed are the pure in heart, for they shall see God” (Mt. 5: 8), as the Savior Jesus Christ 
will say, referring to those who accomplish all the virtue and have no evilness at all in their 
souls. 

In conclusion, we can say that “in man, the soul and the body influence each other 
mutually without any of them being reduced to the other ... the soul is in the elements that 
compose the body, yet is not confounded with them, and the body, in its turn, despite being 
ineffably united with the soul, does not lose its quality of body” 7 . 

The mind and its influence on the body 

We identify, therefore, in the patristic thinking, a certain interdependence between some 
functions of the body and their application in the action of the soul, in the sense that man’s 
somatic reality lends various functions to the reality of the soul. Thus, “the heart and the brain, 
considered organs of the body, in point of their vital functions, become - in the ascetic and 


2 SF. IOAN DAMASCHIN, Dogmatica, translated by Pr. Dumitru Fecioru, Editura SCRIPCA, Bucuresti, 1993, p. 60. 

3 PR. PROF. DR. DUMITRU STANILOAE, Spiritualitatea ortodoxci: Ascetica .)'i Mistica, E.I.B.M.B.O.R., Bucuresti, 1992, 
P- 71. 

4 SF. MACARIE EGIPTEANUL, Scrieri. Cele cincizeci de omilii duhovnicesc, translated by Pr. Constantin Cornitescu, in 
col. PSB vol. 34, EIBMBOR, Bucuresti, 1992, p. 126. 

5 DIADOH AL FOTICEII, Cuvant ascetic , in Filocalia, vol. I, translated by Pr. Prof. Dumitru Staniloae, Ed. Humanitas, 
Bucuresti, 1999, p. 371. 

6 PARINTELE IOAN ROMANIDIS, Teologia Patristicd, translated by Ion Marian Croitoru, Ed. Bibliotheca, Targoviste, 
2012, p. 25. 

7 PR. DR. VASILE RADUCA, Antropologia Sfantului Grigore de Nyssa, EIBMBOR, Bucuresti, 1996, p. 91. 
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noetical language - spaces, areas or centers where organs that do not have a material, but 
spiritual structure, operate, as is the mind in the heart and the reason in the brain” 8 . 

Among the teachings of our Savior, we find these, as well: “The lamp of the body is 
the eye; if then your eye is healthy, your whole body will be filled with light, but if your eye is 
evil, your whole body will be filled with darkness.” (Mt. 6: 22-23). Their meaning shows that 
the eye is for the body what the mind is for the soul; and just as when one is blind, one is in a 
state of total disorientation, it happens similarly with the soul, when the mind loses its normal 
functionality. Therefore, just as we endeavor to have our physical eyes healthy, similarly we 
need to take care to have our mind purified from thoughts that distort it. We deduce, therefore, 
that the influence of the mind on the body takes place by virtue of the relation existing between 
the soul and the body, because a mind troubling the soul makes the life of the body 
dysfunctional, as well. 

The mind, as the central part of the soul, has the capacity not just to seize the existence 
of the relation of interdependence between the soul and the body, but also to integrate the body 
in this unity, in the sense that it holds that power connecting the body to the soul and on which 
its harmonious organization and support depend. Describing the creation of man, the Holy 
Scripture shows that after the body was formed from the earth, God “breathed into his nostrils 
the breath of life and man became a living being” (Gen. 2: 8). The interpretation that we find 
for these words shows the fact that the breath of life represents the very nature of the soul, but 
also the power that gives life (sets into motion) the members of the body. In other words, the 
body offers a concrete framework of life for the soul, the life of the soul is part of the life of the 
body. 


The health of the body and the health of the mind 

The existence of two realities of the human person - the body and the soul, further leads 
to the idea of physical health and of the health of the soul, and at the same time to the existence 
of diseases of the body and diseases of the soul. What are the diseases of the body? This is a 
well-known aspect, dysfunctionalities of the body. What are the diseases of the soul? These 
concern, on the one hand, our psychological universe, those dealing with the rational side 
(exaggerate development of the imagination, memory dysfunctions, logic problems, phobias 
related to certain objects etc.), and, on the other hand, we have the spiritual diseases, which 
represent those dysfunctionalities appeared in our relationship with God. Under the burden of 
sin, the soul lives the feeling of guilt, of sadness, of an endless torment, a state manifested as 
well by some dysfunctionalities of the body. 

Disease as dysfunctionality did not exist since the beginning in the human nature, but 
intervened after the ancestral sin, as a consequence of the departure of the grace of Life, 
therefore it concerns the spiritual side, yet it has visible manifestations in the bodily side. A 
man can suffer from physical, psychological and spiritual diseases, which may be or may not 
be connected, in the sense that the health of the soul does not always entail the health of the 
body, just as the state of physical health is not necessarily the consequence of a spiritual health. 
We meet situations in which people with a morality beyond reproach are not exempted of 
physical suffering, just as there are some with an immoral, fallen life, yet with solid health. 

However, one can note a direct relation between the spiritual and the physical health, in 
the sense that a physical disease can have a spiritual cause. For instance, when we have a sinful 
passion, for instance gluttony, when we eat a lot, we make room for certain diseases, such as 
the cardiac ones, problems of the circulatory system; at the same time, when we get angry, 
certain dysfunctions occur in the organism, as it happens as well when we are overwhelmed by 
stress; alcohol consumption triggers psychological problems etc. At the same time, certain 


8 PARINTELE IOAN ROMANIDIS, op. cit., note 8, p. 26. 
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research works have made it possible to realize that the people open to the religious and living 
the faith authentically are less prone to depression and anxiety states, also having better stress 
management skills. 

A cause of certain diseases can also be the influence of the devil, the existence of certain 
sinful passions disclosing the work of evil, in many of these cases getting to paranoia 9 or even 
suicide. In the Holy Evangels we find numerous situations in which certain diseased people 
were healed by our Savior, at the moment of the healing the eye witnesses noticing that the 
problem was a demonization 10 . These situations must be dealt with a lot of responsibility and 
one must not exaggerate. It may happen for certain people to be demonized, yet one cannot 
explain all the diseases by demon-possession, especially that there is a very sensitive line 
between some psychological diseases and the spiritual diseases 11 . Since in the relation spiritual 
father - believer, one can meet all ki nd of diseases, I think it absolutely necessary to turn to 
psychotherapy as well. 

Regarding healing, one must take into account the fact that He Who made man has the 
power to restore his health, as long as man reenters his normal, natural relation with his Creator. 
One must not ignore the help of the doctor, who receives his calling as a divine gift, as the wise 
man says: “Give doctors the honor they deserve, for the Lord gave them their work to do" 
(Jesus Syrach 38:1), yet the medical skills need to be supported by a strong faith manifested by 
the tear of repentance. Repentance is indispensable for a complete healing, which can only be 
realized with the help of the divine grace, which the diseased person receives by means of the 
Church Mysteries, meant to restore the human person entirely: body and soul. 

If the spiritual treatment (the way of repentance) is not assumed with full confidence 
and followed all the way through until the end, there can be side-effects and even death. Saint 
Paul the Apostle speaks about such a situation when he writes to those of the city of Corinth 
showing the attitude one must have toward the Holy Communion: “Whoever, therefore, eats 
this bread or drinks this cup of the Lord in an unworthy manner will be guilty of the body and 
blood of the Lord. A person should examine himself, then, and so eat of the bread and drink of 
the cup. Lor the one who eats and drinks without discerning the body eats and drinks judgement 
on himself. That is why many of you are weak and sick, and quite a few are dead” (1 Corinthians 
11:27-30). 

On the benefit of the presence of grace in the diseased body, St. James the Apostle 
speaks when he describes the Mystery of the Holy Oil, whose aim is to heal the soul and the 
body: “Is anyone among you sick? He should call for the elders of the church and have them 
pray over him, anointing him with oil in the name of the Lord; and the prayer offered in faith 
will restore the one who is sick and the Lord will raise him up. And if he has committed sins, 
he will be forgiven. Therefore confess your sins to one another and pray for one another so that 
you may be healed. The active prayer of a righteous person has great power” (James 5: 14-16). 

We distinguish, from the text above, the importance of the Mystery of the Holy 
Confession for the diseased man, but also the necessary presence of the priest in his life, whose 
role is to guide and help the diseased person to find the profundities of repentance and to recover 
his own dignity of immortal being, called to deification 12 . 


9 Situation rendered by the expression: “the devil took away his mind” (Rom. “i-a luat diavolul mintile”). 

10 See: the healing of the lunatic son (Mark 9: 14-29) or the healing of the crippled woman (Luke 13: 10-17). 

n See the case Tanacu, when a priest avoided consulting a psychiatrist, considering that he can solve the situation by 
approaching it only from a spiritual perspective. 

12 DR. DMITRI AVDEEV, Cand sufletul este bolnav, translated by Adrian and Xenia Tanasescu-Vlas, Ed. Cartea Ortodoxa, 
Bucuresti, 2005, p. 39. 
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Conclusions 

The mind is a mystery, just as the entire psycho-somatic human structure remains a 
mystery. It is put in relation with the soul, being understood both as the set of intelligible thought 
and images, namely the work and its energy, but also as the essence of the soul, the heart or the 
principle of the person’s unity. 

“The human soul is Christian by nature”, as a Christian apologist said (Tertullian), 
showing the need to pay special attention to the care for the spiritual life. Man, aware of his 
double composition, will give the same attention to the health of the soul as he does to the health 
of the body (if not more), at the same time persisting in his endeavor towards the healing of the 
soul, as he does for the body. 

A spiritual approach of the disease can only do good, this thing exhorting all man, all 
the more the diseased one, to pray to reinforce his spiritual powers. Knowing the importance 
that we need to give to the health of the mind, especially seen under its spiritual aspect, we 
realize how necessary the relation with the healing grace that we receive by the prayers of the 
Church, especially by the Holy Mysteries, is. Certainly, this attitude does not diminish the 
medico-biological approach of the health condition and, moreover, does not exclude the 
intervention of the doctor. The doctor and the priest work together with God for the healing of 
the mind and of the soul of the diseased person. 
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Abstract: The paper makes a synthesis of definitions given by linguists about the concept called 
IDIOLECT and presents pros and cons whether it should be considered a scientific notion to be 
researched as one. All definitions include terms like - individual, language, singularity, behaviour -, 
and linguistic works analyse language starting from its first material reality which is the individual 
speech. Some French researchers tried to find the reasons why the idiolect is minimized, to conclude 
that it derives from its vagueness and the impossibility to identify and theorize its characteristics (Detrie, 
Remi-Giraud), while others stated that the idiolect is always characterized by Repetition and Singularity 
(Barberis). Opposing idiolect to already recognized other scientific notions like Style, Sociolect or 
Dialect represents a key argument to making out of language a polylecte formed of numerous idiolects. 

Keywords: idiolect, language, style, individual, singularity 


Concept linguistique et sociolinguistique, Tidiolecte (nom d’origine grecque) implique 
deux composantes : un individu et une langue. Notre recherche particularise Tindividu a un 
personnage (Tidiolecte de personnage) et la langue a celle fran 9 aise, plus precisement le 
fran 5 ais au debut du XX e siecle. 

Pour s’en faire une idee aussi exacte que possible, en voici quelques definitions donnees 
par des ouvrages specialises ou de popularisation : 

1. Dictionnaire de linguistique, Jean Dubois et all, Larousse, 1994 

“ On designe par idiolecte Tensemble des enonces produits par une seule personne, et 
surtout les constantes bnguistiques qui les sous-entendent et qu’on envisage en tant qu’idiomes 
ou systemes specifiques ; Tidiolecte est done Tensemble des usages d’une langue propre a un 
individu donne, a un moment determine (son style). La notion d’idiolecte met Taccent sur 
certains caracteres particuliers des problemes de la geographic linguistique : tout corpus de 
parlers, dialectes ou langues n’est representatif que dans la mesure ou il emane de locuteurs 
suffisamment diversifies ; mais e’est, au mo ins au depart, sur des bases non bnguistiques que 
sont choisis ces locuteurs et les enonces qu’ils produisent ; meme si le chercheur releve pour 
un parler donne des enonces en nombre suffisant de tous les locuteurs rencontres dans Taire 
etudiee, il postule implicitement que ces locuteurs ont le meme parler. La notion d’idiolecte 
implique, au contraire, qu’il y a variation non seulement d’un pays a Tautre, d’une region a 
Tautre, d’un village a Tautre, d'une classe sociale a Tautre, mais aussi d’une personne a Tautre. 
L’idiolecte est au depart la seule realite que rencontre le dialectologue. 

2. Centre National de Ressources Textuelles et Lexicales, Tresor de la Langue Francaise 
Informatisee 


346 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


idio lecte (anglo-amer. idiolect, du gr. i 5 i o q et de \dia\lect « dialecte », empr. du 
fr. dialecte ), subst. masc.« Langage particulier d’une personne, ses habitudes verbales; le 
langage en tant qu'il est parle par un seul individu » (Martinet ds Thines-Lemp. 1975). P. ext. « 
Le langage d'une communaute linguistique, c’est-a-dire d’un groupe de personnes interpretant 
de la meme fa?on tous les enonces linguistiques » (R. Barthes, Elem. de semiologie, 1964 
dsThines-Lemp. 1975). 

3. Larousse.fr : “Ensemble des variantes d'une langue propres a un individu donne.” 

4. le-dictionnaire.com : (linguistique)” particularity d’un langage parle par un seul 
individu.” 

5. Dictionary.com : “the variety or form of a language used by an individual; 

a person's individual speech pattern.” 1 

6. Dictionary.cambridge.org: “the form of a language that a particular person speaks.” 2 

7. http://www.merriam-webster.com: “the language or speech pattern of one individual 
at a particular period of life.” 3 

8.Oxforddictionaries.com: “The speech habits peculiar to a particular person: ‘in his 
strange idiolect, he preferred to call angels angelicals' .” 4 

9. Georg Melika, The structure and location of the idiolect , Editura Alba, Philologica 
Jassyensia 

“L’idiolecte est compris comme la langue de la personne, etant une des formes de 
l’existence des idiomes.” 

10. Wikipedia.org : “Idiolect is an individual's distinctive and unique use of language 
including speech. This unique usage encompasses vocabulary, grammar, and pronunciation. 
Idiolect is the variety of language unique to an individual. This differs from a dialect, a common 
set of linguistic characteristics shared among some group of people.” 5 

Dans les Cahiers de praxematique 2005, parus aux Presses universitaires de la 
Mediterranee, un groupe de chercheurs se sont penches sur le concept, prenant comme point de 
depart l’idee qu’il serait sous-evalue et pas assez analyse, puisqu’il parle “du singulier dans le 
langage” (Jacques Bres, 2005, Universite de Montpellier III). II fut traite en dialectologie, en 
sociolinguistique, en linguistique enonciative, en analyse du discours, en semantique des textes, 
tout en restant neanmoins assez “flou”. 

Le premier a en avoir avance une definition et qui le nomma comme tel fut le linguiste 
americain Bernard Bloch en 1948 : “le discours d’une personne qui parle d’une seule chose a 
une meme personne pendant un temps limite” (Labov, 1976 apud Detrie, 2005:7). Charles F. 


1 La variete ou la forme d’une langue employee par un individu ; la maniere individuelle de parler d’une personne. (la 
traduction des notes est la notre) 

2 La forme d’une langue parlee par une certaine personne. 

3 Le modele de langue ou du parler d’un individu a un moment donne de sa vie. 

4 Les habitudes langagieres propres a une personne : “dans son etrange idiolecte, il preferait appeler les anges angelicals “. 

5 L’idiolecte est l’emploi unique et distinct qu’un individu fait de la langue, y compris du parler. Cet emploi unique comprend 
le vocabulaire, la grammaire et la prononciation. L’idiolecte est la variete de la langue specifique a un individu. II est 
different du dialecte, une serie de caracteristiques linguistiques communes partagees par un groupe. 
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Hockett y voit “Tensemble des habitudes qui caracterisent le parler d’un individu appartenant 
a une collectivite linguistique donnee“ (1958, New York, apud Detrie ibid. 8 ). Nombreux 
savants comme Georges Mounin, Alain Colin, Catherine Kerbrat-Orecchioni, Olivier Ducrot 
s’en occuperent et leurs definitions presentent des points communs, les mots employes etant 
tres souvent des synonymes, du type ensemble/comportement/competence/faqon, particulier/ 
propre/ caracteristique, locuteur /individu /sujet/ individuel, 

linguistique/langue/langage/usage linguistique/parler, etc. (Detrie, id.). 

A l’avis que tout ce qui existe dans le discours n’est qu’idiolecte s’oppose la notion 
saussurienne de la Langue comme unique realite en linguistique, ainsi que celle de Jakobson 
qui met en avant les aspects communs que deux soi-disant idiomes devraient partager pour que 
la conversation puisse avoir lieu. Ce sont les traits communs qui forment la base du langage et 
non pas Tidiolecte “La propriete privee dans le domaine du langage, 9 a n’existe pas : tout est 
socialise” (Jakobson, 1963). Detrie, en echange, n’y voit pas de fiction, mais une “opacite qui 
temoigne de la relation (passionnelle) de l’enonciateur a son enonciation” (ibid. 61). En d’autres 
mots, les locuteurs, selon Jakobson, ne pourraient s’entendre sans ce qu’il y a de general dans 
la langue, alors que Detrie traduit la difficult^ de saisir Tidiolecte comme un phenomene reel 
par la relation particuliere que le locuteur etablit avec ce general dans la langue, par une 
appropriation subjective des formes (les mots, les sons, les combinaisons lexicales) qui 
implique Taffectif et une certaine vision du monde. L’idiolecte serait ainsi constitue d’elements 
communs avec, en plus, des variations qui marqueraient le parler propre a un individu, et cette 
definition fait de la langue un polylecte (ibid. 9). 

Michael Riffaterre compare les notions de style et d’idiolecte, souvent confondus en 
raison des singularites langagieres que les deux supposent. “Loin de chercher a le definir par 
opposition a l’idiolecte, il faut considerer le style comme l’ensemble de l ’idio/ecte ” (apud Detrie 
2005:10), ce qui rejoint la position de Roland Barthes qui, vers 1970, affirmait que l’idiolecte 
ne serait “qu’une base de materialite linguistique necessaire” (Detrie, id.) et done inclus dans 
le style. 

De son cote, Francois Rastier analyse le concept dans des discussions sur la semantique 
des textes et le concoit comme l’un des “trois degres de systematicite linguistique de la 
textualite” (id.), ensemble avec le dialecte (“palier de la fonctionnalite de la langue” ibid. 62), 
et le sociolecte (“pratique sociale groupale”, id.). “On peut appeler idiolecte l’ensemble des 
regularites personnelles ou ‘normes individuelles’ dont les dispositions particulieres de 
l’emetteur temoignent” (Rastier, 2001, ibid. 10), faisant ainsi de l’idiolecte la notion cle de la 
“redefinition linguistique du style” (ibid. 11 ). 

Toujours pour soutenir sa position, Catherine Detrie considere que notre notion est “un 
cache-misere theorique”, qu’elle “pose davantage de questions qu’elle n’en resout”, qu’elle 
constitue “un terrain encore en friche”, “deliberement ignoree par les linguistes” (id.). La 
relation que l’idiolecte entretient avec le sociolecte apparait comme etant essentielle, se 
montrant reciproque, vu qu’un ensemble d’idiolectes met en commun des specificites formant 
un sociolecte, mais qu’egalement, chaque individu emprunte au “materiau langagier a la 
disposition des locuteurs” (ibid. 12) ce dont il a besoin pour singulariser son parler. Tout comme 
le style, considere Detrie, pciyu comme un ecart et une quintessence du singulier par les 
theoriciens, l’idiolecte merite aussi d’etre vu comme “une notion scientifique”. Son analyse 
plus poussee dissiperait la confusion faite avec le style, car l’idiolecte suppose ‘un autre palier 
d’apprehension de la parole” (ibid. 13) et constitue un vrai probleme scientifique meritant d’etre 
inscrit dans les sciences du langage. 
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Dans la meme etude, Sylvianne Remi-Giraud dcfinit l’idiolecte comme “une 
negociation entre la performance individuelle et la competence collective” (ibid. 15), y voyant 
un concept paradoxal : malgre un accord relatif sur sa definition (des traits linguistiques 
specifiques a un individu/une collectivity, une production personnelle), des que l’on doit en 
relever les traits linguistiques, la simplicity disparait. II est a la fois “d’une relative stability 
definitionnelle et d’un flou “ (Remi-Giraud, 2005:117), ce qui pourrait expliquer le rejet que 
d’autres linguistes en font a le minimiser et a ne pas lui accorder de place importante dans la 
recherche. 

Deux traits marquent de fa^on essentielle Tidiolecte : 

- la singularity ou la difference, l’unicite, qui devient plus explicite en discours oral par 
la voix, la mimique, Tapparence physique, les pauses (Barberis, 2005:163), et 

- la reiteration qui “preside a la memorisation et a la reconnaissance des particularites 
idiolectales” (ibid. 161) de Tindividu, c’est-a-dire des traits recurrents dans son parler. 

Pour deceler un idiolecte, Barberis suggere ainsi a delimiter des elements qui different 
d’autres emplois langagiers et qui a la fois se repetent. Ces elements se font visibles par la 
frequence, c’est par la reiteration que la specificite saute aux yeux, une repetition en directe 
relation avec la personnalite du locuteur, son milieu, ses unicites en tant qu’individu. 
“L’idiolecte residerait alors dans une fa^on de dire dont le caractere repetitif permet la reduction 
au singulier”; conclut Detrie (56). II devient explicite lorsqu’on peut affirmer “ comme tu dis, 
comme un tel dit ” (ibid. 57), “ comme j ’aime a dire,je dis bien, ce que j ’appelle, avec mes mots ” 
(ibid. 60) et pose ainsi la question de l’alterite (ibid. 73), le syntagme individuation idiolectale 
s’averant redondant. Dans la repetition qui donne forme a un idiolecte, Alain Rabatel voit une 
langue de bois dans laquelle le personnage ou le locuteur est enferme (2005:101). 

Le caractere de singularity oblige a traiter la notion et de la perspective sociologique et 
de celle stylistique. Afin de mettre un point a la dichotomie idiolecte/vs/style, Detrie (53) 
souligne que le style mene a l’effet stylistique, qu’il marque le discours de maniere volontaire 
au niveau de la forme, alors que l’idiolecte apporte au lecteur notamment des informations sur 
la personne (dans notre cas, le personnage). La difference consiste dans la chute de l’accent 
dans un texte et dans le fait que 1’ idiolecte met en vedette des aspects psychologiques et 
sociologiques, tandis que le style a plutot a voir avec l’esthetisme de la langue. Pour soutenir 
ses dires, Detrie rappelle les recherches de Mikhail Bakhtine et de Charles Bally portant sur 
1’expressivite : le style est pour Bakhtine “un element definitoire du genre de discours “ (id.) et 
il appartient au domaine de la litterature, alors que Bally considere que tout devient affectif, 
done particulier dans la langue, ce qui ne se rattache pas au domaine de la litterature, mais a la 
communication tout court. L’idiolecte privilegie l’individuel et constitue un premier temps de 
singularisation, alors que le style en est le deuxieme, “une retombee de la singularisation” selon 
Detrie (54) . 

De tous ces propos, nous retenons que l’idiolecte est un concept dont peu d’exegetes se 
sont occupes et sur lequel ils ne tombent pas d’accord a lui octroyer une place dans les 
recherches savantes. Bien que ses definitions regroupent des elements communs et que toutes 
incluent les idees de langue, d’individuel, d’unicite, de difference, de specificite, d’habitudes et 
de particularites verbales, certains scientifiques voient dans la langue (le parler collectif) en tant 
que phenomene general l’unique realite (de Saussure, Jakobson), alors que d’autres considered 
la langue un ensemble de particularisations, un polylecte regroupant tout ce que les parlers 
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individuels (les idiolectes) aient jamais exprime (Detrie, Bally), et Tidiolecte comme Tunique 
realite (du moins, au depart) pour le dialectologue (Dubois). Pour Detrie et Remi-Giraud, ce 
rejet du concept de Tidiolecte vient du flou a en delimiter les caracteristiques, tandis que 
Barberis souligne comme elements essentiels aidant a son identification ces deux traits, la 
singularity et la repetition, qui se trouvent en relation biunivoque, puisque la singularity d’un 
discours devient visible par la repetition, et que la reiteration marque le discours de singularity. 
S’il est penible de definir Tidiolecte, nous pouvons au moins affirmer ce qu’il n’est pas. Le flou 
se dissipe avec Topposition idiolecte/ style : Dubois met le signe egal entre les deux, parce 
qu’ils font appel a l’ecart et aux particularites dans le discours, mais le contraste avec le style 
nous attire Tattention sur le fait qu’il n’a rien a voir avec la litterature, avec la forme de la 
langue, avec Testhetisme ou la notion de genre dans le discours, mais qu’il tient plus de la 
personne, de son affect, de son experience dans le monde, de sa psychologie et de son milieu. 
Barthes, Rastier et Riffaterre font de Tidiolecte une notion tributaire du style, tandis que Detrie 
voit dans les deux des degres differents de singularisation du discours, militant ainsi en faveur 
de la reconnaissance de Tidiolecte. L’opposition avec le dialecte et le sociolecte (qui 
represented des niveaux collectifs de la langue) promeut Tidiolecte en tant que -lecte a part, en 
tant que notion meritant le qualificatif de scientifique, auquel l’affectif, le psychologique et le 
sociologique viennent donner du poids a Tinterieur du domaine linguistique. 
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Abstract: It is common knowledge that religion and its particular characteristics have been the object 
of heated debate worldwide. Scholars from various related domains as well as ordinary people have 
continually sought to identify the nature of religion and establish a series of criteria in order to define 
and characterize it as accurately as possible. 

When it conies to identifying the origins of the term religion, Carl Olson (2011: 1), currently a 
permanent fellow of Clare Hall, University of Cambridge, pinpoints that religion derives from the Latin 
religio, which originally refers to the human fear of God or other divine beings. 

In the field of Translation Studies, texts dealing with religion have also been subject of controversy. 
Catching a glimpse of the characteristics of the religious register has become a necessary endeavour, 
especially since one of the most important aspects to discuss is its profound conservative tendency. 
Nowadays, when religion has become a crucial factor of conflict and even war, religious texts must be 
tackled with wisdom and discernment. 

Moreover, there are cases when the religious texts are strewn with biblical quotations and patristic 
references, in order for the text to be more credible and have a higher level of authority. In such 
particular situations, translators have to tinker with the text more, in order to preserve the original 
characteristics and provide a faithful translation. 

Last but not least, translators can resort to various translation strategies, especially the ones put 
forward by the Canadian linguists Jean-Paul Vinay and Jean Darbelnet. 

Keywords: religion, strategies, challenges, conflict, solutions. 


It is common knowledge that religion and its particular characteristics have been the 
object of heated debate worldwide. Both scholars from various related domains and ordinary 
people have continually sought to identify the nature of religion and establish a series of criteria 
in order to define and characterize it as accurately as possible. 

First and foremost, when it comes to identifying the origins of the term religion , Carl 
Olson (2011: 1), Professor of Religious Studies at Allegheny College, currently a permanent 
fellow of Clare Hall, University of Cambridge, pinpoints that religion derives from the Latin 
religio , which originally refers to the human fear of God or other divine beings. At the same 
time, besides identifying the Latin origin of the concept, C. Olson also draws attention to the 
fact that the precise Latin etymology is unclear. In this particular matter, he gives the example 
of Cicero, who related the concept to relegere, a verb which refers to gathering together or to 
read over again. 
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As far as a general definition of religion is concerned, there have been numerous 
attempts to put forward a particularly apposite description that encapsulates the character of 
religion, the major part of which have been linked to different methodological approaches. 
Therefore, scholars have been interested throughout the history particularly into the 
acceptations and values the society assigned to the concept at different times, as well as to its 
implications in people’s lives. For instance, these approaches include evolutionary, 
psychological, postmodern or racial aspects, the research of which, as mentioned in the previous 
paragraph, has contributed to the creation of definitions based on the particular characteristics 
of the respective fields. 

As far as the psychological approach is concerned, it can hardly be argued that religion 
has been given a clear-cut definition from this perspective. Following the lines of this particular 
methodological approach, Carl Olson outlines the figure of the German theologian Friedrich 
Schleiermacher (1766-1834), who connected religion to a feeling of outright dependence when 
facing something greater than the human being even before the advent of psychology. 

At the same time, the experiential aspect of religion has been of particular interest to 
another German scholar, i.e. Rudolf Otto (1869-1037). He identified the intrinsic nature of 
religion in an individual experience of the ‘’numinous, a unique, irreducible or sui generis 
(unique of his kind) phenomenon, and an a priori category” (Olson 2011: 6). In other words, 
he saw religion as a special experience, internal to the subject. Last but not least, an aspect of 
utmost importance in discussing the theories put forward by the two scholars is the use of 
evidence from the Bible. 

Moreover, with psychology being recognized as another social science, well-known 
scholars within the field manifested their interest in the particularities of the personal experience 
of religion. For instance, in contrast to other opinions, William James (1842-1910) highlighted 
the normal character of such an experience. He saw elements such as dogma and theology as 
secondary distinctive attributes of religion, contrasting them to sentient states of experience. 

In the development of his theory, James distinguishes between healthy-minded and sick- 
souls, in order to point out that the latter type of person goes through a transformative state, 
experiencing a second birth by dying to their former way of life. 

In his endeavour to grasp the psychological approach as thoroughly as possible, C. Olson refers 
to another scholar’s outlook on the topic of religion, i.e. Sigmund Freud (1856-1939), according 
to whom the origins of religion can be connected to the Oedipus complex. Thus, Freud relates 
religion to a projection of dependencies particular to children onto external reality and makes 
religion a manifestation of mental illness, associating it with psychological neurosis and 
distress. 

Another famous psychologist, Carl Jung (1875-1961), rejects the Freudian theory based 
on the Oedipus complex, and identifies the origins of religion in the collective unconscious. 
Here, universal archetypes associated with birth, death, desires, and danger were to be 
discovered and they appeared in myths, dreams, and symbols of religion. 

Within the parameters of the psychological outlook, James, Freud, and Jung considered 
themselves as scientists of the mind and aimed at approaching religion from a scientific angle 
in order to accurately identify its origins and trace its evolution throughout the time. 

Last but not least, as far as the postmodern context is concerned, one of the features of 
this particular period resides in the fact that the postmodern view encompasses a fundamental 
belief that there are no timeless or universal truths, knowledge is fragmented and incomplete. 
Also, as Olson (2011: 10) pinpoints, according to the postmodern perspective, ‘ ’the individual 
person is a decentred, fragmented, unstable, erring, wandering, decadent, and liminal being 
living on the fringes of society.” 

The elusive nature of religion has been of major interest to another leading figure of the 
postmodern period, i.e. Mark C. Taylor, a philosopher of religion and cultural critic. Pointing 
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to the continual withdrawal of religion, Taylor attempts at defining the elusive nature of 
religion: 

Religion is an emergent, adaptive network of symbols, myths, and rituals that, on the one hand, 
figure schemata of feeling, thinking, and acting in ways that lend life meaning and purpose and, 
on the other hand, disrupt, dislocate, and disfigure every stabilizing structure. 

Taylor 2007 qtd. in Olson 2011: 10 

As a general characteristic of the postmodern approach, Carl Olson summarizes that the 
postmodern view envisages religion as being akin to a double-edged sacrificial knife that gives 
human existence meaning and a sense of purpose, while hindering its stability with its 
destructive aspect. 

Last but not least, within the parameters of religion as a special relationship between 
humans and a superior force, the racial aspect is also of utmost importance. As a striking 
example of the role religion would play in the lives of African American women in particular, 
Daniela Dobo§ manages to accurately render an exceptional portrait of Maya Angelou (bom 
Marguerite Johnson in 1928), who deems religion as an important element of support and 
comfort in a time of great distress and sadness. In her Religion Viewed through the Eyes of 
African American Women Writers: The Case of Maya Angelou and Her Autobiography I Know 
Why the Caged Bird Sings, Daniela Dobo§ outlines the major significance of religion in Maya 
Angelou’s life and work. Throughout her autobiography I Know Why the Caged Bird Sings, 
Maya Angelou provides a series of notable examples of the special personal connection 
between God and herself: 

When I try to describe myself to God I say, ‘’Lord, remember me? Black? Female? Six-foot 
tall? The writer?” And I almost always get God’s attention. 

Angelou 2008 qtd. in Dobo§ 2012: 377 

Turning to the attempt of defining religion, Olson (2011: 11) emphasises the 
experiential, substantive, functionalist, family resemblance, and postmodern general types of 
definitions. 

On the one hand, he argues that the experiential definition seeks to isolate an initial 
religious experience and contrive a theory around it, while the substantive definition attempts 
at identifying a central belief, such as a belief in spiritual beings, to form the basis of a 
definition. On the other hand, the functionalist approach seeks to distinguish the manner in 
which religion operates in the life and organisation of a society, whereas the family resemblance 
position explores the overlapping analogies comprising social (social behaviour, institutions, 
and sacred personages), theoretical (doctrines, beliefs, and myths), practical (moral codes and 
rites), and experiential (visions, emotions, or trances) features. As has already been highlighted, 
the postmodern approach emphasises the ambiguous and unstable nature of religion. 

In other words, the term religion is a problematic concept which makes the attempt of 
establishing a clear-cut definition a painstaking endeavour marked by the fuzzy boundaries and 
definitional uncertainty of an area that embodies many implications. 

Turning to the scholars’ interest in religion and its characteristics, the advent of Religious 
Studies as a more recent academic discipline, the aim of which is knowledge about religion, 
and which has become a global enterprise, is also of paramount importance. 

In conclusion, the diverse approaches and examples highlighted attempt at providing a 
bird’s eye view of the scholars’ endeavour to understand the many roles religion has played 
throughout the history and the development of human beings. Also, another aspect of 
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paramount importance in this particular context is the fact that it is crystal-clear that the issue 
of religion will continue to be of permanent interest to the various scholars worldwide. 

In their quest for identifying the origins and establishing an accurate definition to 
encompass the multitude of the characteristics of religion, scholars from diverse domains will 
further investigate religion and its implications, both in the human beings’ private life and in 
social and political environments. Moreover, since nowadays religion has become a crucial 
factor of conflict and even war, religious texts must be tackled with wisdom and discernment. 

In the enterprise of analysing the translation of religious texts, the attempt of establishing 
boundaries for delimitating the category of religious texts is of paramount importance. In the 
same vein, Eugene A. Nida (1979: 193) claims that the phrase ‘’religious texts” can be viewed 
in two somewhat different senses. First, there are texts that deal with the historical or present- 
day religious beliefs and practices of a believing community. Second, there is the category of 
texts that are of paramount importance in the development of a believing community. For 
instance, a striking example for the first category would be the commentaries on the Bible, 
whereas the Bible itself would be in the second category. 

Moreover, since religious texts are commonly known as being “associated with specific 
contexts or situations and with specific functions of language in those contexts” (Kittredge & 
Fehrberger 1982, cited in Albu 2002: 47), they can be considered to be a pertinent illustration 
of the Romanian linguist Eugen Co§eriu’s “functional language” (1994, cited in Albu 2002: 
46), or I. R. Galperin’s “style of language” (1971, cited in Albu 2002: 46). In her Using 
English(es), Rodica Albu pinpoints that Coseriu and Galperin’s terms “can be equated to each 
other and to the term register ” (2002: 46). 

As far as the characteristics of the religious register are concerned, one has to mention 
among the most important aspects the profound conservative tendency, the use of specific 
structural formulae and argumentative strategies, which can be real touchstones for the 
translators. 

However, even if these general characteristics are established for all religious texts, there 
are also differences related to the communicative situation, which can change depending on the 
nature of the public. For instance, religious authors are constantly concerned with making the 
information comprehensible for the diverse public categories. Thus, public may range from low 
to highly educated, from people living in rural areas to those from urban areas, intellectuals or 
people belonging to the middle class. 

Moreover, there are also cases when the religious texts are strewn with biblical 
quotations and patristic references, in order for the text to be more credible and have a higher 
level of authority. In such cases, translators have to tinker with the text more, in order to 
preserve the original characteristics and provide a faithful translation. 

Also, translators deal with the problems raised by the enterprise of translating religious 
texts following various approaches. In order for their work to communicate the author’s 
intended meaning, translators have to evaluate whether recipients will also understand the 
author’s meaning, not only the meaning conveyed by the text. 

Furthermore, translators of religious texts may encounter difficulties when translating 
argumentative strategies specific to the religious register, as well as the rhetorical devices used 
in this type of texts. For example, the rhetorical device of hypophora (which consists of raising 
one or more questions and then proceeding to answer them) is a striking example for this 
particular category of devices. 

Fast but not least, in translating religious texts, the matter of content and form is also 
very important. For example, in the context of the freedom required by the endeavour of 
translating religious texts, Eugene A. Nida (1998: 26), pinpoints that “since the relevance of a 
message is not in the formal features of a text but in its semantic content, some measure of 
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freedom is required” drawing attention to the fact that reformulating in a more or less free 
manner is encouraged, for the sake of the text message. 

Also, it is common knowledge that the process of translation has generated heated 
debate among translators, translation scholars, linguists and other influential figures from 
various fields, such as philosophy and literary criticism. It can be noticed that, throughout the 
history of the translation process, opinions regarding this activity are shaped by disciplinary 
trends, in a wide variety, and translation methods and strategies are formulated with precision. 
Moreover, it is taken for granted that these methods and strategies are of utmost importance 
when it comes to translating, and it has been repeatedly pointed out by several translation 
scholars that they require constant decision-making by the translator. 

As suggested in the previous paragraph, scholars from various domains have been 
tackling the problem of translation process, and attempts to provide solutions for translation 
problems have been put forward. 

The following paragraphs consist of a brief presentation of the translation strategies provided 
by the Canadian linguists Jean-Paul Vinay and Jean Darbelnet. By approaching translation from 
the field of comparative stylistics, they are known for having provided a theoretical basis for a 
variety of translation methods that are currently used. According to Laurence Venuti (2000: 
70), their (text) book, Stylistique comparee du frangais et de Vanglais (1958, English version 
1996), has been a staple in translator training programs, due to the fact that it suggests concrete 
translation techniques which are supposed to facilitate transcoding. Venuti also pinpoints that, 
in this influential work, the two authors encourage the translator to consider meaning as a 
cultural construction and to see a close connection between linguistic procedures and 
“metalinguistic information”, i.e. “the current state of literature, science, politics etc. of both 
language communities” (Vinay and Darbelnet 1995: 42). 

Vinay and Darbelnet provided an approach of translation strategies which consists 
grosso modo of two directions of translating, i.e. in their enterprise, translators may choose 
between direct/literal decoding and indirect/oblique translation. When direct strategies are used, 
a direct correspondence between SL and TL is created, with the process of translating involving 
no restructuring at the semantic or grammatical level. As to the use of indirect procedures, more 
complex methods have to be used in order to transpose into the TL certain stylistic effects from 
the SL. Although upsetting the syntactic order or even the lexis may look unusual at first, these 
strategies permit translators an accurate control over the reliability of the process they are 
engaged in. 

As Vinay and Darbelnet show in their (text) book, “at first the different methods or 
procedures seem to be countless, but they can be condensed to just seven, each one 
corresponding to a higher degree of complexity.” (1958: 46) Thus, in the case of direct 
translating procedures, it may be possible to transpose the SL message element by element into 
the TL, with no formal upsetting on linguistic or extralinguistic grounds, allowing to be 
understood that the direct translation procedures are of less complexity in comparison to the 
indirect ones. According to the Canadian linguists Vinay and Darbelnet, there are three basic 
direct translating procedures: loan transfer (also known as borrowing), loan translation (also 
called caique) and literal translation. 

Loan is used in order to overcome a lacuna (such as an unknown concept, a new 
technical process), being considered the simplest of all the translation strategies. It implies a 
transfer of the SL term into the TL, as the latter lacks the equivalent for it. Loans may also occur 
as the translator decides to introduce in the translated text the “flavour” (Venuti 2000: 85) of 
the SL culture. For instance, the Mexican Spanish food names “tequila” and “tortillas”, “party” 
and “dollars” from American English can be used in a translation in order to preserve the 
“exotic” atmosphere of the original (Dimitriu 2002: 32). 
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Vinay and Darbelnet (1958: 47) also draw attention to the fact that many borrowings 
enter a language by means of translation, and that the decision to borrow a SL expression or 
word for introducing an element of local colour is a matter of style and consequently of the 
message. 

As far as caique is concerned, it is a particular kind of loans whereby the SL elements 
as such are preserved, but they are literally translated. For example, translations of names of 
international organisations frequently draw on caique: European Union - Uniunea Europeana. 

The third direct translation technique put forward by Vinay and Darbelnet - literal, or 
word for word, translation - consists of the direct transfer of the SL structure into the TL text, 
possible in cases of identical syntactic order and direct lexical correspondence (e.g. This bus 
will leave tomorrow morning. -Acest autobuz vapleca maine dimineafa.) 

As previously shown, the translation methods of loan, caique and literal translation do 
not require any special stylistic procedures. In the case of direct translation procedures, some 
of the decisions translators make are no more than reflex solutions that make words or phrases 
be directly perceived as translation units. 

As far as the indirect translation strategies are concerned, Vinay and Darbelnet adopt a 
predominantly linguistic approach. However, they also admit that, apart from the linguistic 
competence (including the idiomatic levels of language), the oblique translations require socio¬ 
cultural competence as well. The stance adopted by the two Canadian linguists proves that no 
linguistic insight into the process of translation can isolate language from its social context and 
cultural background. The indirect procedures suggested by Vinay and Darbelnet are 
transposition, modulation, equivalence and adaptation. 

Vinay and Darbelnet suggested transposition as the first oblique translating procedure. 
This method involves replacing a grammatical class with another without modifying the 
meaning of the message. It involves several grammatical classes, e.g. adjectives (replaced by 
nouns): in the early 18 th century - la inceputul secolului al XVIII-lea; adverbs (replaced by 
verbs): Susan merely nodded. - Susan se mulfumi sa incuviinjeze. 

An important aspect that needs to be mentioned when it comes to analysing transposition 
is the fact that it can be classified into two categories: some of them are obligatory whereas 
some others are optional. It is also important to mention that particular languages favour various 
grammatical classes which seem to be more frequently exposed to transposition than others. 
For instance, Romanian and French tend to privilege nominal constructions, whereas English 
favours verbal constructions: He explained what he believed in and hoped for. - Isi expuse 
convingerile §i speranfele. (Dimitriu 2002: 34) 

Modulation is an oblique translation procedure that consists of a variation of the form 
of the message, involving a recasting of the semantic perspective. The variation of the form of 
the message is obtained by a change in point of view and focus. As with transposition, it can be 
distinguished between compulsory or optional modulations. The phrase “The time when...”, 
which must be translated as “In momentul in care...” is a classic example of a compulsory 
modulation whereas the translation of a negative sentence by an affirmative one is an optional 
modulation. The procedure of modulation is considered to be a touchstone for the translator, 
since it requires extralinguistic competence also. 

Equivalence, as well as adaptation, clearly focuses on the idiomatic area of languages. 
The method of equivalence implies preserving the SL situation in the TL by means of different 
structural and stylistic methods. The strategy of equivalence involves the whole of the message, 
and most equivalences are set phrases, idioms, cliches, etc. In general, proverbs are good 
examples of equivalences (cf. Dimitriu 2002: 35): 

The early bird catches the worm - Cine se scoala de dimineaja departe ajunge. 
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Last but not least, according to Vinay and Darbelnet, with the seventh technique of 
translation - adaptation - the extreme limit of translation is reached (1958: 52). Adaptation is 
used in those cases where the situation from the SL is unknown in the TL culture, thereby 
necessitating some form of re-creation. 

Continuing this line of thought, it can be noticed that the strategy of adaptation has amongst its 
final results the re-writing of the ST ideas in a different manner in the TT, according to its 
purpose. For instance, a letter translated for use in court must read identically, with no changes 
performed to the medium or the message delivered. If the same letter is to be sent to a political 
ally or a potential client, the strategy of adaptation needs to be applied to some extent, since the 
structure of a letter in Romanian is often different from the English one (different greetings, 
different place of writing the address). In such cases, even paragraphs may also be repositioned 
to place focus on identical notions, yet in an order that is more persuasive or appealing in the 
TC, in order to establish a partnership with an ally or make a sale. 

It is also worthwhile mentioning that the notion of adaptation has been assigned various 
definitions, expanding its meaning and situations of use and reflecting the widely varying views 
about the concept. Apart from the best-known definition of Vinay and Darbelnet, adaptation is 
also regarded as a form of translation which characterizes particular genres such as drama, 
advertising and subtitling. Georges L. Bastin (in Baker 1998/2001: 6) shows that in the case of 
drama, scholars as Brisset (1986: 10) and Santoyo (1989: 104) consider that the aim of 
adaptation is to achieve the same effect as that of the original work, with an audience having a 
different cultural background. As far as advertising and subtitling are concerned, preserving the 
function and the character of the original text becomes the translator’s goal, instead of retaining 
the form or even part of the semantic meaning. 

When it comes to analysing the mode of adaptation, Georges L. Bastin (cited in Baker 
1998/2001: 7) argues that the procedures used by the adapter comprise the transcription of the 
original, i.e. literal transcription of part of the text in the SL, a literal translation being usually 
achieved, omission, which consists of the elimination or reduction of part of the ST, and 
expansion - rendering the implicit information from the ST explicit in the TT. Bastin also 
mentions that this action can be performed either in the main body of the TT or in footnotes or 
a glossary. Furthermore, one of the procedures used by the adapter Bastin also draws attention 
to is the exoticism, which represents the substitution of stretches of dialect, slang, nonsense 
words, etc. in the ST by rough equivalents in the TL (sometimes marked by italics or 
underlining). Updating is another procedure, being defined mainly by the replacement of 
outdated or obscure information by modem equivalents. The last two procedures Bastin makes 
reference to are situational equivalence (the insertion of a more familiar context than the one 
used in the original) and creation (a more global substitution of the original text with a text that 
preserves only the essential message/ideas/functions of the original). 

According to Bastin, the most common conditions which determine translators to resort 
to the technique of adaptation are cross-code breakdown (the absence of lexical equivalents in 
the TL), situational inadequacy (the context referred to in the ST does not exist in the TC), 
genre switching (a shift from one discourse type to another, with the result of a global re¬ 
creation of the ST, as in the case of the change from adult to children's literature), and disruption 
of the communication process (modifications in content, style or presentation often required by 
the emergence of a new approach or epoch or the need to address a different type of readership), 
procedures which in practice may exist simultaneously. 

Bastin's analysis of the technique of adaptation also reveals that these conditions can 
have as result two major types of adaptation, i.e. local and global adaptation. The former is 
caused by problems arising at the level of the original text itself and restricted to certain parts 
of it, as in the case of the first two conditions mentioned above. The latter is determined by 
exterior factors of the original text, and consists of a more wide-ranging revision. 
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Local adaptation may be applied to isolated parts of the text in order to deal with specific 
differences between the language or culture of the ST and that of the TT. In this situation, the 
translator's duty is to preserve the overall coherence of the ST in order to limit the effect the use 
of adaptation as a technique has on the text as a whole. Bastin sees the procedure of local 
adaptation as a translation technique which is guided by principles of effectiveness and 
efficiency and seeks to achieve a balance between the information that needs to be transformed 
and shed light on and the information that is to be left unchanged. 

On the other hand, global adaptation may be applied to the text as a whole. Needless to 
say, the decision to resort to a global adaptation may be taken by the translator him/herself or 
may be imposed by external influences, Bastin using the example of a publisher's editorial 
policy to illustrate this case. He also argues that, in either case, global adaptation constitutes a 
general strategy aimed at reconstructing the purpose, function or impact of the ST. In order to 
render the function of the original, the translator's intervention has to be systematically 
performed and formal elements or even semantic meaning can be sacrificed. 

As mentioned in the previous paragraphs, the third mode in which the strategy of 
adaptation can be carried out, as suggested by Bastin, is under certain restrictions, the most 
obvious of which are the knowledge and expectations of the target reader (when the adapter 
has to assess the novelty of the information shared by the content of the ST), the target language 
(the adapter must find a suitability in the TL for the discourse style of the original text and look 
for coherence of adapting modes), and the meaning and purpose (s) of the original and target 
texts. 

Finally, it is of utmost importance to be aware of the fact that, beside theoretical aspects, 
in the process of translating religious texts, not only does the translator face the challenge of 
rendering the message as faithfully as possible, but also he/she has to choose the appropriate 
translation strategy in order to prevent the target text from running the risk of creating a conflict 
or even starting a war. 
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A PERSPECTIVE UPON DEATH IN ANTIM IVIREANUL'S DIDAHII 

Doina Pologea 
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Abstract: The author evokes the fourfuneral ovations ”of Saint Antim of Iviria, projecting a Christian 
perspective on death, as well as the care of the priest for the comfort of those who lose their beloved 
ones .Therefore, death is , “without distress to the faithful and righteous man” and deserves to be 
celebrated with sacred hymns and prayers. 


Key words: funeral, ovations, perspective, death, priest. 


La ceasul cand Antim Ivireanul isi ridica, in auzul neamului romanesc, glasul sau ca de 
clopot, zidind in inimi biserici, vechile, prafuitele cazanii devenisera zid ridicat inaintea 
ascultatorilor datorita traducerilor nepotrivite si a sintaxei greoaie. Antim Ivireanul, in schimb, 
aducea poporului predici in care patrunde un sange nou: limba populara. Ele aveau puterea de 
a darama zagazurile sufletesti, exprimandu-se intr-un grai „viguros, plin de imagini proaspete, 
redate prin locutiuni iubite de popor”, dupa cum scrie Pr. Mihail Cosma 1 , fiind pliate pe 
realitatile si framantarile vietii de zi cu zi. Sunt predici vii, accesibile, de care era nevoie ca de 
apa. Cuvintele Ivireanului vadesc dragoste si compasiune, inzesteaza sufletele ascultatorilor cu 
aripi din textele biblice, ca sa se ridice si sa zboare. Nu numai ca includ pasaje intregi de 
rugaciuni, ci aduc rugaciunea, cu fiecare respirare, inauntrul textului.„Eu dorm, dar inima mea 
vegheaza”, ne spune Cantarea Cantarilor, iar despre Antim Ivireanul s-ar putea zice, la fel, ca 
vorbeste si psalmodiaza in acelasi timp. 

Didahiile Mitropolitului Antim Ivireanu mai cuprind, pe langa cele douazecu si opt de 
predici tinute la sarbatorile mari, trei cuvantari funebre si un cuvant la parastas, din care vom 
incerca sa desprindem invataturile despre moarte, aflate in relatie de vase comunicante cu texte 
pe aceeasi tema din Sfanta Scriptura. Cuvantul de mvatatura asupra omului mort a fost 
pronuntat, se pare, la moartea doamnei Pulcheria Mavrocordat, la slujba de inmormantare 
oficiata la Mitropolie si este singura didahie a lui Antim Ivireanul rostita in timpul domniei lui 
Nicolae Mavrocordat. „Nu planget, ca n-au murit, ci doarme”, rosteste Antim Ivireanul in fata 
asistentei indurerate, amintind cuvintele spuse de Mantuitor la capataiul fiicei lui lair. Aceste 
cuvinte vor fi laitmotiv §i ,,treapta obligatorie in demonstrarea ideii ca moartea nu este stars it 
§i pedeapsa, ci inceputul viejii ceifericite sau, cum spusese, cu o jumatate de veac mai devreme 
Toader din Calafcndcsti, in prima predica romaneasca originala, poarta catre via (a cea 
netrecuta. Sinonimia, general acceptata in limba curenta, intre moarte si adormire se 
transforma in antonimie” 2 . 

Intreaga predica este construita pe ideea „fericirii de a muri”, precum si pe aceea ca in acest 
caz anume nu e nevoie de lacrimi, de suspinuri, de intristare. Intristarea s-ar justifica, zice Antim 


'Episcopia Ramnicului, Fundatia Culturala „ Sfantul Antim Ivireanul”, Sfantul Antim Ivireanul, ocrotitor spiritual , volum 
prilejuit de intaia praznuire a Sfantului Ierarh Martir ca ocrotitor spiritual al Ramnicului, sub ingrijirea prof.dr. loan St. Lazar, 
Editura Conphys, Ramnicu-Valcea, 1999, p. 120. 

2 Gheorghe Chivu, Didahiile lui Antim Ivireanul p innoirea limhajuluipredicii romanepi, in revista „Limba romana”, nr.9- 
10. anul XVIII, 2008. 


360 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


Ivireanul, daca ar fi vorba de unul din cei ce sunt fara credinta „pentru ca acestea adevarat mor”. 
Dar Hind vorba despre o ,,cucoana crestineasca”, care a primit sfantul botez, a supt laptele 
credintei, s-a hranit cu invatatura din casa bisericii, s-a ingradit cu faceri de bine si cu lucruri 
placute lui Dumnezeu, o astfel de femeie e sigur ca n-a murit, ci doarme. In sprijinul ideii ca 
moartea este „dulce adormire” aduce si cuvintele Sfantului Vasile cel mare: „Moartea dreptilor 
este adormire”. In loc de a se lipsi de rasfaturi si bogatii, sufletul castiga, prin moarte, 
„frumosetile care pot singure sa sature toate pohtele lui.” Peisajul vietii de dincolo si al 
fericirilor dobandite prin marea trecere este zugravit cu condei de artist: omul, zice Ivireanul, 
dupa adormirea cea de pe urma, trece „din scirba la bucurie, din stricaciune intru nestricaciune, 
din orasul lacrimilor la locul veseliei, din turburarea vietii la adapostirea cea lina a mantuirii, 
din patimile Egipetului la pamantul cel fericit al fagaduintei, din robiia lumii la mantuirea 
ceriului (...) in ceata fericitilor ingeri”. 3 De aceea, conchide oratorul, e nevoie mai vartos sa ne 
linistim, sa tacem si sa ne straduim sa nu-i dam sufletului adormit vreo suparare, fiindca „nici 
lacramele sint cu cale, nici intristarea cu dreptate”. Predica este un cuvant de mangaiere, „in 
care fllozolia pagana a elogiului mortii vine sa intareasca resemnarea crestineasca in fata 
implacabilei legi a naturii”, dupa cum scrie Gabriel Strempel. 4 Invierea crestineasca este 
comparata cu renasterea pasarii Phoenix: „o pasare, ce se numeste Unix, de ce se savirseste far’ 
de vreme de aceia mai mult isi adaoge zilele vietii lui, pentru caci moartea ii inoiaste viata”. 5 
Femeia care a adormit este un chip minunat ,,al darurilor si al bunatatilor”. Ea s-a savarsit, 
subliniaza oratorul, doar ca sa se nasca a doua oara, in cer, ca pasarea Phoenix, unde straluceste 
lumina cea de-a pururea a dumnezeiestii mariri. Ideile se rotunjesc si se implinesc prin 
alaturarea cuvintelor Sfantului Apostol Pavel, ca se cuvine ca „acest trup stricacios sa se 
unbrace cu nestricaciune”, dar si ale apostolilor catre Hristos, privitoare la Lazar: „De-au 
adonnit, mantui-se-va”. 

O alta predica a lui Antim Ivireanul pe tema mortii poarta titlul Invatatura cind se face 
parastas. Ea reia ideile din predica anterioara, accentuand faptul ca „lacramile si intristaciunile 
nu dau nici un folos mortilor” si vine, in plus, cu sfaturi practice despre ce ar trebui facut intru 
ajutorarea sufletelor celor plecati dintre noi:„sa-i pomenim la infricosatele taini si sa facem 
milostenii si alte faceri de bine pentru ei, ca iaste placut inaintea lui Dumnezeu si li se face mare 
folos si aduc multa dobinda si mintuinta sufletelor”. 6 Nu lipseste nici din aceasta predica 
referirea biblica, stalpul de foe de care se infasoara de fiecare data, ca o iedera, textul. Antim 
Ivireanul reda o intamplare din Sfanta Scriptura care il face sa se uimeasca. Si anume cum a 
plans imparatul David cand i s-a imbolnavit copilasul pe care-1 avea din legatura vinovata cu 
femeia lui Urie, dar, dupa ce acesta a murit, s-a spalat, s-a uns cu mirosuri, s-a imbracat in 
haine luminate si a dat multumire lui Dumnezeu (,,Ma bucur ca s-au odihnit in Domnul si s-au 
mintuit de grijile lumii”, a rostit imparatul David). 

A treia cuvantare despre moarte se numeste Cuvant de invatatura la pogrebaniia omului 
prestavit (pogrebaniia -cuvint provenit din slavona care inseamna inmormantare, n.n.). Ea 
incepe direct cu prezentarea povestii lui Iov, uimindu-se („dara stau de ma mir”) si uimindu-ne 
de urmatorul citat: „Pre moartea am chiemat-o sa-mi fie tata”(Iov, 17). Cum se poate sa 
numeasca Iov moartea-tata? se intreaba oratorul.„Poate ca de ispitele cele multe ce i s-au 
intimplat si de pagubele multe ce 1-au ajuns is va fi pierdut mintea?” Si, in alt loc:„Dara stau de 
ma mir pentru ce nu zice: pre moartea am chemat-o sa-mi fie mantuire?” Iscusinta oratorului 
de a-si capta auditoriul prin volute interogative se vadeste aici. Urmeaza, fireste, argumentatia 
ca Iov stie ce zice, ca un preaintelept ce era. 


3 Antim Ivireanul, Opere, Editie critica si studiu introductiv de Gabriel Strempel, Editura Minerva, Bucuresti, 1972, p.190. 

4 Gabriel Strempel, Studiu introductiv la Opere, Editura Minerva, Bucuresti, 1972, p.XLIX. 

5 Antim Ivireanul, Op. cit., p. 191. 

6 Idem , p. 193. 
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Trei nasteri are omul, crede Antim Ivireanul. Una trupeasca, una duhovniceasca si una 
mantuitoare. Nasterea trupeasca este „din tata si din muma, precum o vedem aceasta totdeauna, 
nu numai la oameni, ci si la dobitoace”. Nasterea duhovniceasca este la cei ce s-au nascut din 
baia sfantului botez, iesind din intunericul necredintei si venind la lumina cunostintei de 
Dumnezeu; iar a treia, nasterea mintuitoare, se petrece in momentul mortii. Ideea este socanta 
si splendid poetical Fiindca, zice oratorul, „la nasterea cea de-a treia, carea iaste mantuitoare, 
sa naste sufletul omului si iase dintru intunerecul si tina trupului, ca dintr-o puscarie intunecata 
si merge sa vaza lumina cea stralucitoare si slava cea fericita a vietii cei de pururea”. 7 Astfel isi 
gasesc adeverire spusele dreptului Iov, cum ca moartea-i este tata. Dar si tanguirea 
psalmistului:,,Scoate, Doamne, din temnita sufletul meu, ca sa marturiseasca numele Tau”. 

Si mai adauga Ivireanul: „Iar a treia nastere, a mortii, care iaste mintuitoare, iaste far’ de 
gresala si far’ de primejdie la omul cel credincios si drept.” De o astfel de nastere are parte, 
continua oratorul, si sufletul celui petrecut astazi la groapa. El trebuie sarbatorit cu cantari 
sfinte, cu faclii aprinse, cu tamaieri, slavoslovii si podoabe luminate. (,,Pasarele mii si stele 
faclii”, zice Miorita, transformand moartea intr-o sarbatoare plenara, in liturghie cosmica). Nu 
trebuie sa lipseasca cununa rugaciunii:„Sa-i zicem cu totii: „Dumnezeu sa-1 iarte!” Rugaciune 
pe care oratorul o pronunta de trei ori, ca pentru a fixa bine in mintea ascultatorilor marea 
trebuinta pe care o avem de aceasta rugaciune care sa ne insoteasca, in calatoria ,,care iaste sa 
o facem cu totii”. 

A patra cuvantare despre moarte a lui Antim Ivireanul se numeste Cuvant de invdtaturd la 
prestevirea omului si reia ideile expuse in cuvantarea de dinaintea ei, mangaind din nou 
indurerata asistenta de la capataiul celui adormit. Moartea, crede Mitropolitul este ,,mare facere 
de bine si mare dobanda”. Daca omul ar trai in veci, s-ar face rautatea nemoarta.„Drept, aceia, 
mare folos si mare dar si milostivnica vindecare s-au dat omului de la Dumnezeu, ca sa moara 
si sa se strice acest trup al pacatului si sa invieze la invierea cea de obste alt trup, duhovnicesc, 
far’ de stricaciune”. 8 Ivireanul aduce in sprijinul argumentatiei sale pe sfantul Grigore, care 
vorbea despre trupul omului cu cuvintele „acest trup gras si muritoriu”. Urmeaza o imagine 
splendida: „acest trup gras (...) ca un trup al pacatului 1-au dezbracat astazi si 1-au aruncat la 
pamint ca o haina veche si stricata”. Sufletul celui ce a murit astazi s-a nascut ,,dintr-aceasta 
nastere”. Si incheie cu rugaciunea intreita pe care o solicita auditoriului, cum procedase si in 
alte dati, invitand la rugaciunea hnpreuna. 

Mitropolitul Antim Ivireanul avea constiinta inaltei misiuni care i se incredintase, fiind trimis 
sa ajute, sa mangaie, sa invete si sa indrume pe calea cea dreapta poporul. Si, mai ales, sa 
patimeasca alaturi de el ,,la toate cate va aduce ceasul si vremia (...) zioa si noaptea si in tot 
ceasul”, pana la sfarsitul sau mucenicesc. Pe care nastere-in calatoria cea din ceruri-il numim. 
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Abstract : Literary Criticism recognizes Gib I. Mihaescu’s contribution to the development of the 
interwar Romanian novel, most commentators believing that his originality consists in developing a less 
discussed topics until then, the erotic obsession that gripped the majority of the heroes of the author’s 
novels and novellas. In his works Andromada’s Arm (1930), The Russian Woman (1933), Chocolate 
Woman (1933), Days and nights of a late student (1934), Donna Alba (1935), the heroes are obsessed 
with knowing/seducing the ideal, unique woman, with whom to reach the heights of happiness. Mostly, 
the main male characters are similar as social status and level of intelligence, but not all come to fulfil 
their love alongside a superior woman. 

Thus, just as the Cypriot sculptor, Pygmalion who was in love with his own work, an ivory female figure, 
so it happens to Lieutenant Ragaiac who falls in love with his own creation, made in his imagination, 
because the Russian woman is a mere projection of his own dreams. Endowed by the author with more 
luck, Mihai Aspru has the privilege to meet love with Donna Alba, after more than 10 years of 
prosecutions, torments, humiliations and erotic obsessions. Lady Chocolate, Miss Eleonora is urged to 
reject Negrisor because of his vagaries, with which he tries to impress by acting driven by the naive 
professor Andrei Lazar, a punished for the love of a superficial woman and for his longing to discover 
the eternal movement by building a perpetuum mobile. In The case of the late student, the one who is 
guilty of spoiling Milmea’s soul is Arina Velovan, the superior woman in love with the wrong man, who 
tragically ends after an abortion, having beside her until the last moment the reliable Boy, assisting 
powerless to the extinguish of his own ideal, that of living beside the woman he loved. Obviously, not 
all the woman are deified and elevated to the heights of perfection. Others are merely substitutes for 
the ideal hypo stasis around which the heroes are trying to alleviate the suffering caused by unfulfilled 
erotic ideal. 

Keywords: obsession, ideal, creation, perfection,novel; 


Fara indoiala, intreaga creafie a lui Gib I. Mihaescu este dominata de obsesii, cele mai 
multe dintre acestea de ordin erotic. Cea mai frecventa o constituie lupta pentru cucerirea/ 
cunoastcrca femeii ideale. Majoritatea barbajilor sunt obsedafi de femei si de implinirea erotica. 
In Rusoaica, locotenentul Ragaiac este obsedat de apatifia unei femei „cu picior inalt §i ochi 
oblici, care va veni infa§urata in §uba ei enorma din imparafia gerurilor”. ( Mihaescu, 2009: 72) 
. O a§teapta pana la incheierea misiunii de pe Nistru, probabil §i dupa aceea, insa fara succes. 
In unele cazuri, barbatii ajung sa-si piarda viafa din cauza acestei patimi: soldatul Badescu este 
sfacial de lupi in cautarea iubitei, iar profesorul Andrei Lazar se sinucide cand con§tientizeaza 
ca femeia pentru care dezvoltase o adevarata obsesie nu este asa pura cum i-o plazmuise 
imaginatia. Profesorul Nedan este obsedat de imaginea unei dame cu forme pline, aducand ca 
argument mitologia, istoria antica §i medievala Ce mai, domnule, in istorie toate femeile mari 
au fost mari si ca fizic; in orice caz inalte... ”(Mihaescu, 1983:47). Prinful Raoul facuse o lixatic 
pentru parul lung §i brun, Negrisor pentru tenul de culoarea ciocolatei, Nae Inelescu adora 
calatoriile cu trenul, locul unde i§i putea gasi o aventura, in timp ce soldatul Marinescu se 
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multumca cu iubirea platonica. Mihai Aspru §i-a dedicat tincrctca cuceririi femeii ideale, 
obsedat fiind, pe de-o parte de atingerea absolutului, iar pe de alta de asigurarea unei pozijii 
sociale demna de noblcjca femeii iubite. 

Aceste obsesii, esenja operelor lui Gib I. Mihaescu, reprezinta in opinia lui Nicolae 
Balota constiinja asediata de o preocupare continua, indcobstc afectiva, invadata de un element 
parazit. (Balota, 1974: 212). Evident ca ele au diferite cauze, cum ar fi complexul de 
inferioritate al personajelor principale masculine, „inaccesibilitatea clasei, constatarea ca in faja 
sa se ridica obstacole absurde, pe care energia si talentul nu le pot infringe" (Calinescu, 1974: 
212) Pe de alta parte, gelozia este §i ea provocatoare de obsesii: in toate romanele, femeile 
superioare dupa care tanjesc eroii sunt deja adjudecate de alti barbaji si astfel „fructul interzis” 
devine si mai greu de cules, uneori chiar imposibil. 

Gelozia si adulterul sunt frecvente in epica lui Gib I. Mihaescu. O piedica serioasa in 
calea eroilor de a cuceri femeia ideala, o reprezinta adesea cea de-a treia persoana, triunghiul 
conjugal in care se gasesc de regula personajele. Gelozia atinge cote maxime fiind impinsa pana 
la obsesie. In Braful Andromedei exista chiar mai mulji barbaji care roiesc in jural framusejii 
rare a Zanei: sojul acesteia,Vicol Cornoiu (al carai nume nu a fost ales intamplator tinand cond 
de coamele uriasc puse de sotia sa) §i profesorii Grigore Nedan, Nae Inelescu §i nefericitul 
Andrei Lazar, singurul care nu se va bucura de nurii femeii care reprezenta idealul de neatins. 
Continuand seria romanelor, o triplets intalnim si in Femeia de ciocolata alcatuita din Ncgrisor 
§i Modreanu care o doresc pe domnisoara Eleonora, intocmai ca in Zilele §i nop file unui student 
intarziat unde Mihnea Baiatu lupta pentra dragostea Arinei Velovan alaturi de Noel. In cele 
doua mari capodopere ale autoralui, Rusoaica §i Donna Alba, in cea dintai se poate discuta de 
un triunghi amoros consolidat in jural Niculinei, ipostaza materials a femeii ideale, casatorita 
cu Serghe Balan §i locotenentul Ragaiac §i de un altul in care acela§i locotenent Ragaiac este 
gelos pe Iliad pentra §ansa de a o cunoa§te pe Rusoaica, pe care el, in zadar a astcptat- 
o.Astcptarca nu se rezuma la a se refugia intr-un colt, negand orice alta activitate, ci, 
protagonistul, duce o viaja plina, condimentata cu aventuri amoroase care-i pun in cvidcnta 
felul de a fi. Respingerea inijiala a Niculinei, sotia contrabandistului Serghe Balan, o prezenja 
inexplicabila intr-un sat „fara nume §i loc pe harta”, il determina sa persevereze pana cand 
incapatanarca femeii se topcstc oferindu-i lui Ragaiac clipe unice de pasiune. Faptul cu aceasta 
era casatorita reprezenta un motiv in plus de a gusta din farmecele ei, uneori chiar sub privirile 
sojului, a carai postura de cotrabandist il facea sa nu poata rcactiona, lasandu-§i so(ia in 
compania locotenentului pentra ca el sa-(i poata continua afacerile. In majoritatea acjiunilor lui 
Ragaiac, spune Nicolae Balota, se remarca „trasatura net sadomasochista a comportamentului 
sau. Luciditatea sa nu este aceea a unei inteligenje superioare, ci a unei sensibilitaji la panda 
pentra a se savura pe sine si pentra a gusta din plin voluptatea propriilor demersuri in cucerirea, 
subjugarea, eventual torturarea altora, odata cu desfatarea in submisiunea sa in fa(a victimei.” 
(Balota, 1974:297) 

Donna Alba, casatorita cu Georges Radu §erban in urma unui duel pierdut de Tudor 
Buzescu este femeia superioara in viziunea avocatului Mihai Aspru care trebuie sa lupte cu 
fantoma lui Buzescu pentra inima Albei. Complexul de inferioritate este pregnant in acest 
roman, manifestandu-se in cei 11 ani cat dureaza drumul spre cucerirea femeii absolute, 
devenind o cauza majora a obsesiei. Faptul ca Donna Alba era casatorita nu este un as a mare 
impediment pentra erou cum este difercnta de casta. Fratele boieralui rapus in duel, §i el 
interesat de aceea§i femeie, ii accentueaza §i mai mult acest crez, amintindu-i odata in plus, 
originile sale „E§ti un prost si un dobitoc...si baiat de pravalie ai sa ramai toata viata ta...” 
(Mihaescu, 1985: 190) S-a susjinut adesea ca Mihai Aspru este un Julien Sorel al zilelor nostre. 
Intocmai eroului din Ro.pi §i Negru, al lui Sthendal, eroul este §i el un ambijios, „un parvenit 
social §i sentimental” (Manolescu, 1974:2) care nu-§i accepta condijia. Marea difercnta dintre 
cei doi tine de dorinta de parvenire a fiecaraia. Sorel i§i face un scop din asta, in timp ce tanaral 
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avocat este doar un mijloc pentru implinirea visului sau. Dar, realitatea sumbra in ceea ce 
prive§te clasa boiereasca in fata careia eroul se simte inferior, il face sa fie §i mai demn de 
cucerirea Albei, care asa cum s-a vazut avea §i ea slabiciunile sale. Astfel, din femeia „cu 
mandra pas regesc, departata §i inaccesibila, in final, dupa ce i se scormoncstc trecutul §i i se 
sondeaza atent puls alia viejii interioare, Donna Alba va deveni o Niculina pasionata si senzuala 
§i nu o Rusoaica fascinanta prin imaterialitatea ei”. (Ghija, 1984:252) Astfel, Aspru traie§te o 
dragoste intensa, sentimentele lui refulate timp de 11 ani, se materializeaza cunoscand absolutul 
dupa care a tanjit, a luptat, a asteptat §i a invins. 

Unii comentatori ai operei lui Gib I. Mihaescu printre care Pompiliu Constantinescu §i 
Octav Sulutiu vorbesc de o influenza psihanalitica, remarcand in epica autorului „personalismul 
pervers de nuanja freudiana”. (Sulutiu, 1938:290). in volumul sau, Dincolo de principiul 
placerii, Freud se raporteaza la cele trei instance ale psihicului uman: Con§tient, Preconsticnt 
§i Inconsticnt redefinite dupa 1920 ca Eu, Sine, Supraeu. Eul reprezinta ceea ce am putea numi 
ratiunc §i injclepciunc, spre deosebire de sine, care este dominat de catre pasiuni, iar supraeul 
are calitatea de „con§tiin(a morala”(Freud, 1996:86). Astfel, sinele este cel care se face 
raspunzator de dorintele ascunse, refulate din cauza neimplinirilor. Eroii lui Mihaescu sunt 
stapanitj de impulsii sexuale care au drept scop unirea sexuala, devenind ni§te damnaji ai 
sexualitalii care actioneaza manati de instincte sexuale. De exemplu, Ragaiac §i Mihai Aspru, 
traiesc la maximum aceste placeri camale cu toate femeile pe care le intalnesc ca expresie a 
unei frustrari provenite din imposibilitatea de a cuceri femeia ideala. Se muljumesc doar cu 
paleative. intr-o alta ordine de idei, se poate observa ca, raporturile sexuale sunt intrctinutc doar 
pentru obtincrca placerii §i nu pentru reproducere asa cum fac celelalte vietaji ale naturii. O 
singura data aflam despre o sarcina, cand Arina Velovan din Zilele §i nopfile unui student 
intdrziat se vede obligata sa rcnunjc la copil, dandu-§i seama de mediocritatea celui pe care-1 
iubea, avort care ii va aduce moartea. Cum legaturile sexuale au loc intre eroi si femei comune 
se poate crede ca o astfel de relapc, superficiala, nu este demna de fi dusa mai departe. Negrisor 
§i Mihai Aspru sunt cei doi norocosi care ajung sa-§i hnplieasca §i fizic dragostea, dar cu acele 
scene se termina §i actiunca, astfel ca nu se poate §ti daca din uniunea sacra cu femeia 
superioara va rezulta vreun urmas. Pe de alta parte, autorul nu vorbcstc aproape niciodata in 
romanele sale despre aceasta etapa a viejii, copilaria, probabil din cauza prea multor decese ale 
frajilor sai din acea perioada, rapu§i de diferite boli. 

Asadar, se poate observa ca opera marelui autor este dominata de gelozie, adulter, 
sexualitate, virilitate, mister, sete de cunoa§tere a femeii superioare, toate adancindu-se in 
obsesii ale eroilor, care actioneaza manaji de acesta stare psihica. Mihai Aspru, protagonistul 
din Donna Alba pare preferatul lui Mihaescu. Dcsi, mai bine de un deceniu este supus unei 
a§teptari chinuitore, presarate cu umilintc, framantari si demersuri detectiviste el ramane fidel 
visului de a se implini alaturi de femeia iubita. Rcuscstc, dar in momentul in care eroina accepta 
dragostea lui Aspru, misterul din jural ei se risipcstc usor-usor, cei doi indragostiji devin 
comuni. In concluzie, finalitatea obsesiei erotice in cazul lui Mihai Aspru, cel pujin la prima 
vedere este una favorabila. §i Negrisor, dupa o serie de evenimente care aproape 1-au facut sa- 
§i piarda minjile se bucura in final de aprecierea §i iubirca, femeii de ciocolata. 

Ragaiac nu este la fel de norocos. Expcrientcle lui amoroase nu afecteaza puritatea 
trairilor pentru femeia ideala, ci reprezinta doua planuri paralele: imaginar §i real. Astfel acestea 
se completeaza reciproc, ajungand ca in partea de final a romanului cel dintai sa-i cedeze tot 
mai mult teren lumii reale in care Ragaiac se cufunda, devenind acela§i individ mediocru de 
dinaintea obsesiei pentru femeia pura. 

Profesoral Andrei Lazar, din Bralul Andromedei este tipul inadaptatului, „un infirm, pe 
jumatate idealist, pe jumatate dement, care sfarcestc prin a se sinucide” (Calinescu, 1941:672). 
Ca orice inadaptat, eroul este perceput ca un ins ciudat de celelalte personaje, dar tocmai aceasta 
ciudatcnie ii stame§te de moment curiozitatea Zanei, pe care o cucerise cu pasiunea sa pentru 


365 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


astronomie. Masina cu care incerca sa realizeze mi§carea ve§nica, nu pome§te tocmai cand are 
mai mare nevoie ca sa faca impresie femeii iubite §i astfel, aceasta il abandoneaza, refugiindu- 
se in brajele supcrflcialului Nae Inelescu. Dupa csccul personal §i profesional, Lazar gase§te ca 
unica solujie salvatoare, sinuciderea, evadarea dintr-o lume care ii era ostila. Cu alte cuvinte, 
obsesia pentru iubirea absoluta §i masinaria patronata de „dracu§orii lui Maxwel” ii aduc 
moatrea idealistului profesor de matematica. 

Povestea lui Mihnea Baiatu §i Arinei Velovan sta sub semnul tragicului. Insa moartea 
fejei pentru care eroul dezvolta o obsesie maniacala, il ajuta sa se maturizeze, sa priveasca viaja 
cu seriozitate, dedicandu-se studiului fdosofiei, in semn de elogiu pentru iubirea pierduta. 
Paradoxal este faptul ca tocmai aceasta schimbare, dintr-un tip superficial intr-unul serios, cu 
preocupari mareje due la neimplinirea iubirii dintre cei doi, pentru ca Arina i§i dorea tocmai 
acest comportament mediocru. 

Cu excepjia romanului Zilele si noptile unui student intarziat, dar si acolo tot o femeie 
este cea in jural careia se proiecteaza visurile studentului, toate titlurile celorlate opere au in 
prim-plan nume de femei ceea ce denota interesul autoralui de a crea femeia ideala intr-o 
societate decazuta. Aceasta este de o framuseje icsita din comun, este inalta, are intotdeauna 
ceva in plus fata de celelate prezente feminine §i, cu cxceptia Rusoaicei, toate sunt implicate in 
alte relajii, astfel ca obsesiile eroilor pentru a le cuceri ating paroxismul. 
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FANUS NEAGU IN THE PROSE OF 1960S 
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Abstract: The sixth decade of XX cen tury (1960 - 1970) is a difficult period for Romanian literature. 
The Communist Party tried to control all the arts, included the literature. The writers must o created a 
new “hero ” according with the political objectives of the government, but some of theme oppose such 
requirements. Their writing must be camouflaged under a dual language. The metonimia, the amalgam 
technique, the ambiguous writing are methods to circumvent censorship. Fanus Neagu was a young 
writer who started to write in 1959 with the volume of short stories “Ningea in Baragan He opposed 
the system through his specific writing full of metaphors, by atypical characters and evocation of an 
isolated space, little touched by civilization. 

Keywords: the Socialist realism, ideology, ambiguous writing,doctrine, censorship. 


La inceputul deceniului al saselea (1960 - 1970), guvernul roman a inceput sa treaca la 
actiuni pentru cresterea gradului de independents fata de Uniunea SovieticS. Partidul Comunist 
isi schimbS conducerea si incepe sa manifeste oarecare tendinte de rupere cu trecutul. In 
agriculture, procesul colectivizSrii, in slujba cSruia fusese pusS o mare parte din literatura 
vremii, incepe sa se apropie de final. Categoria esteticului incepe sa scape incet-incet de 
presiunea masivS a politicului. Literatura da unele semne de revitalizare, iar lirica este prima 
care reface legSturile cu trecutul, in special cu poezia interbelicS, oferind o anumitS regSsire de 
sine. Poeti precum Nichita StSnescu, Marin Sorescu, Gheorghe Tomozei, Grigore Hagiu, Cezar 
Baltag, Mircea IvSnescu, Romulus Vulpescu, Mircea, Micu, Ion Gheorghe, Gheorghe PituJ, 
Ana Blandiana, Constanta Buzea, Ileana MSISncioiu, Mircea Ciobanu, loan Alexandru, Mihai 
Ursachi, Adrian PSunescu recupereazS teme trecute de mai bine de un deceniu sub tScere si 
adunS energii lirice noi sub numele de „poeti saizecisti” debutand, cu cateva mici exceptii, 
tocmai in aceasta perioadS. 

Sfarsitul anului 1959 si inceputul anului 1960 aduc o explozie de prozatori, aflati pe 
diferite trepte ale maturizSrii artistice. In aceasta perioada isi vor vedea cSrtile publicate un 
numSr de 63 de autori, 33 in 1959, iar restul in 1960. (Selejan, 2000). Majoritatea sunt nume 
total necunoscute azi literaturii: Dragos Vicol, Dimos Rendis, Gheorghe Iordache, Remus Luca 
sau Nicolae Tic, B. Jordan, Costache Anton, Aurel Mihale. Altii insS vor reusi sa se impunS ca 
nume importante in literatura si vor publica masiv si in anii urmStori. Este vorba despre scriitori 
precum: Eugen Barbu, Zaharia Stancu, Fanus Neagu sau Constantin ChiritS. Incontestabil insa, 
romanul anului 1960 a fost „Scrinul negru” de George CSlinescu. 

Prozei inceputului de deceniu sase i se impun obiective clare, precum istoria si 
infaptuirile actuale ale partidului. Opera trebuia sa transmits un flux emotional si ideologic care 
sa dea incredere in realizarile partidului. Operele literare „realist - socialiste” trebuie sa fie o 
adevarata arma de lupta, o adevarata institutie educativ - ideologica care sa creeze o traditie, 
nu sa o re-creeze. Regimul Dej admite unele relaxari, dar relativ putine. In „Raportul celui de¬ 
al Ill-lea Congres al Partidului Muncitoresc”, acesta atrage atentia asupra elaborarii unor opere 
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„la nivelul inaltelor exigente artistice si ideologice ale partidului si poporului.” Se solicits, ca o 
conditie de baza a realismului noii literaturi, „lichidarea oricarei distantari livresti de lucratorii 
din fabrici, de taranii colectivisti.” (Crohmalniceanu citat de Selejan, 2000) 

Presa vremii sustinea si ea aceste deziderate, ca urmare ii promova pe scriitorii fruntasi, 
pe creatorii de modele. Revista „Contemporanul” infiinteaza o noua rubrica, „Clasa muncitoare 
in literatura”. Si alte reviste ale vremii se orienteaza in jurul acestui deziderat. Analismul realist 
- socialist incearca sa impuna tot mai mult notiunea de „erou literar”, care sa inlocuiasca 
termenul de „personaj”. (Selejan, 2000) 

In ciuda numeroaselor obstacole, literatura romana inregistreaza un curs recuperator, 
mai ales dupa 1964. Despovarata partial de presiunea ideologica, o buna parte din proza acestei 
perioade va incepe sa repuna in discutie „obsedantul deceniu”, proiectand asupra oamenilor, 
abuzurilor si dramelor acelui timp o viziune realista. Prozatorii deplaseaza acum accentul spre 
individ §i cultiva cu precadere analiza existentialists, abordand in multe carti relatia om -istorie. 

In lucrarea sa „ Geografie literara”, criticul Cornel Ungureanu sustinea ideea ca 
generatia saizecista reprezinta „un moment important al trecerii catre alta literatura” ce „vizeaza 
tocmai anularea gandirii utopizante din literatura anilor ‘50”. Trece apoi in revista cateva nume 
importante ale perioadei, care confirms aceastS trecere, precum Nicolae Breban, Sorin Titel, 
Stefan BSnulescu sau FSnus Neagu. De asemenea afirma, cu siguranta unui verdict, ca 
„Aproape toti scriitorii generatiei ‘60 se vor retrage in interiorul unei fonnule trainice (sunt 
absorbiti de ea!) pentru a descoperi, prin ea, calea catre orizonturile originare” (Ungureanu, 
2002 ). ’ 

Un astfel de scriitor, care incearca sa se sustragS scrisului aservit, a fost Fanus Neagu. 
Scriitorul debuteazS in 1959 cu volumul de proza scurtS „Ningea in BSrSgan”, anuntandu-se ca 
un scriitor atras de lumea patriarhalS a Luncii DunSrii si din preajma BSrSganului care, 
asemenea lui Eugen Barbu, deplaseaza accentul de la tipic la exceptional, de la periferic la insoli 
(Negrici, 2002).UrmeazS apoi, de-a lungul deceniului sase, volumele „Somnul la amiaza” 
(1960), „Dincolo de nisipuri” (1962), „Cantonul parasit” (1964) si „Vara buimaca”(1967). 
Acest deceniu se va incheia pentru acest autor cu publicarea romanului „lngerul a 
strigat”(1968), roman care paraseste lumea rurala in favoarea spatiului citadin bucurestean. 
Fanus Neagu se opune scrisului impus de regimul comunist intr-o maniera unica, aducand un 
scris inedit, de fapt o reactie la o stare de spirit apasatoare, la o doctrina care isi propunea 
simplificarea actului literar, topirea individului intr-o masa amorfa. Criticul Eugen Negrici 
sustinea ca proza lui Fanus Neagu reprezenta, la inceputul anilor ”60 „cel mai viguros refuz al 
cerintelor realist - socialiste pentru ca el se producea la nivelul articulatiilor intime ale textului” 
(Negrici, 2002). 

Fanus Neagu face loc in literatura vremii exceptionalului, apetitului pentru spectaculos, 
excentricului, bizarului, energiilor descatusate, erotismului primar, pasiunilor nestavilite, adica 
tuturor elementelor ce starnesc imaginatia. Personajele sunt atipice, au fie un vitalism nelimitat, 
fie sunt buimace, aiurite, abulice uneori. Aceste personaje sunt oameni bizari, anapoda, insa 
fermecatori si mai ales, total diferiti fata de lumea cenusie, monotona a romanelor realist - 
socialiste. Autorul evita temele si tipologiile oficialc, aducand in fata cititorului o lume 
interesanta, prin evocarea unor comunitati izolate, putin atinse de civilizatie si, implicit, de 
„marile realizari ale partidului”. Ochiul atent al cenzurii era astfel inselat, chiar daca uneori 
proza sa a fost considerate inelicace pentru mesajul politic solicitat de obiectivele literaturii 
realist - socialiste. 

Funca Dunarii din scrierile saizeciste ale lui Fanus Neagu este un spatiu atipic, in care 
se poate intampla orice fara frizarea realitatii. Aici apar si dispar lucruri, vieti omenesti, ca intr- 
un adevarat spatiu labirintic. Este insa un spatiu al libertatii, in care Uinta umana nu se simte 
claustrata, un spatiu intim si secret. Dorinta acerba de libertate, de exprimare fara oprelisti, 
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razbate prin toata fiinta scriitorului, intr-o perioada in care acestea erau deziderate trecute sub 
semnul imposibilului. 

Fanus Neagu, ca de altfel toti scriitorii perioadei, cunoaste bine realitatea politica, astfel 
ca uneori speculeaza un dublu limbaj si avantajele metonimiei in incercarea de a eluda vigilenta 
cenzurii. In scriitura epocii apare frecvent tehnica amalgamarii, a ambiguizarii, a aluziei, iar 
conflictele de ordin politic si social imbraca haina parabolei sau a alegoriei (Negrici, 2002). In 
proza fanusiana regasim scriitura inflorata, colorata, care umple inimile, bucura simturile, dar 
mai ales se opune scrisului cenusiu, propagandistic, lipsit de culoare, stil si personalitate. 
Izbucnirile poetice si lirice sunt frecvente, la fel ca si valurile de metafore care imbraca liccarc 
moment al subiectului. Se naste astfel un limbaj bogat, opulent, mustind a poezie, intr-o epoca 
in care estetica oficiala cerea „personaje tipice in imprejurari tipice”. Fraza devine o adevarata 
sarbatoare a limbajului si astfel o forma de contestatare a literaturii propagandistice, de afirmare 
a dreptului la libera creatie, la autonomie artistica. Povestirile primesc adancime sufleteasca, 
frumusete interioara, recuperand o parte din calitatile prozei veritabile, mutilata de conceptiile 
politice ale realismului socialist. 

Desi dupa 1964 pe scena prozei romanesti incepe sa apara o generatie a „normalitatii” 
(Negrici, 2002), gruparea de scriitori aserviti continua sa existe. Impotriva lor si a regimului 
comunist lupta aceasta generatie de scriitori saizecista. Lupta e grea, caci condeiul lor trebuie 
sa camufleze sub taina scrisului oroarea fata de sistem, fata de minciuna, fata de saracia artistica, 
fata de supunerea la directivele partidului. „Bizareria comportamentala, suceala indivizilor din 
proza lui Nicolae Velea sau Fanus Neagu este un raspuns la logica de roboti impusa 
personajelor de conflictele tipice ilustrate de prozatorii deceniului sase” afirma criticul Eugen 
Negrici. Fanus Neagu aduce in lupta cu „eroii literari” personaje care traiesc intens in Baragan 
sau pe Ceair, iubesc sau urasc profund, au nume unice si supravietuiesc unui timp rau. 

BIBLIOGRAPHY 

1. Neagu Fanus, Dincolo de nisipuri, Editura Curtea Veche Publishing, Bucuresti, 2011 

2. Negrici Eugen, Literatura romana sub comunism. Proza., Editura Fundatiei Pro, 
Bucuresti, 2002 

3. Selejan Ana, Literatura in totalitarism, 1959 - 1960, Editura Cartea Romaneasca, 
Bucuresti, 2000 

4. Ungureanu, Cornel, Geografie literara, Editura Universitatii de Vest, Timisoara, 2002 


370 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


POETIC TRANSYLVANISM IN THE CASE OF GHEORGHE PITUT 


Carmen Huruba (Dudila) 

Phd., "Petru Maior” University ofTirgu Mures 


Abstract: George Pitut is a poet who respects and esteems his readers through intact exigency of his 
lyrics. His poetry is the essence of Transylvania in the true meaning of the word. Pitut wants to be a 
poet whose work is strongly imbued with a popular and national spirit in its primary steps of sensitivity, 
thought and expression. 
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Gheorghe Pitut, poet, prozator si publicist roman, s-a nascut pe 1 aprilie 1940 in satul 
Saliste de Beius din judetul Bihor. Dupa absolvirea cursurilor liceale de silvicultura la Nasaud 
si Sighetu Marmatiei, se inscrie in 1962 la Facultatea de Filologie din Cluj, urmand ca din 1964 
sa-si continue studiile universitare in Capitala. In anul 1967 devine licentiat al Facultatii de 
Litere a Universitatii Bucuresti, iar la recomandarea profesorului Dumitru Staniloae obtine, in 
anul 1970, o bursa de studii de doi ani la Universitatea din Koln, Facultatea de Filosofie si 
Germanistica. 

Pitut isi incepe cariera literara debutand cu versuri in paginile revistei „Tribuna”, in 
1963. Editorial debuteaza in timpul studentiei, in 1966, cu volumul de poezii „Poarta Cetatii”, 
carte ce a fost foarte bine primita de critica literara. Ulterior, au aparut volumele: „Cine ma 
apara” (1968), „Ochiul Neantului” (1969), „Fum” (1970), „Stelele fixe” (1977), volum pentru 
care poetul a fost distins cu Premiul Uniunii Scriitorilor, „Noaptea luminata” (1982), „Locuri 
§i oameni” (1982) si „Aventurile marelui motan criminal Maciste” (1983). 

In afara de versuri, Pitut a scris proza si a tradus din lirica germana. Opera sa, ce 
insumeaza douazeci de volume, aparute atat in timpul vietii cat si postum, intregesc patrimoniul 
cultural romanesc. Gheorghe Pitut a desfasurat si o activitate publicistica, a lucrat in presa mai 
bine de 25 de ani. A fost corector la „Gazeta literara”, redactor la „Romania literara” si secretar 
de redactie la „Viata romaneasca”. Gheorghe Pitut s-a stins din viata pe 6 iunie 1991 si este 
inmonnantat in Cimitirul Bellu din Bucuresti. 

Poeziile de inceput ale lui Gheorghe Pitut au constituit un debut matur, prefigurand 
hotarat o implinire, spune Ion Dodu Balan in „Profil de poet” dedicat poetului. „Ele impun din 
capul locului, in peisajul atat de divers al liricii actuale, un nou poet pro fund si original, cu un 
timbru al lui, cu o viziune dramatica, cu un univers de imagini distinct, prin care se exprima, o 
data cu sufletul poetului §i coljul de Jara in care a vazut lumina zilei.” 1 

Din versurile poetului, putem deduce ca el vede o comuniune naturala intre om si natura, 
astfel omul are o prelungire in natura, precum natura se integreaza in sfera umana. In poemul 
„Portret”, vedem transformarea omului intr-un brad, tocmai datorita acestei comuniuni om - 
natura: „Un om obisnuit de inalt / cu ochi adanci si / parca ascunsi in lumina, / geometrica barba 
/ carunta de piatra / cu o jumatate a trupului vie / si cu cealalta pe un trunchi bine cioplit dintr- 


1 Ion Dodu Balan, Profit de poet, revista Bucurepiul literar $i artistic, Anul V, nr. 4 (43), 2015, pag. 16. 
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un brad / traicstc ca paznic al muntelui.../ Un mare sculptor ar trebui sa-1 vada caci nu-i mai 
lipseste / decat un picior / sunator / §i-o sa devina brad in curand/”; in poezia „Mit” se reia ideea 
ca, un zeu manios a zidit oamenii in copaci: „De atunci poporul de stejari / primi in fiecare, / 
arbore un om/ iar noaptea pe inghej stejarii / de - osanda rasuciti pocnesc amar si indurerare cer 
neintrerupt/”; iar in poemul „Dor” descoperim miraculoasa lume silvestra, din care insusi poetul 
i§i trage forta creatoare: „Mama, n-ai vrut sa flu lemn / Sa adapostesc mistretii, / Sufletului sa- 
i insemn / umbra mortii, calea vietii/”. Dar poate cele mai sugestive versuri pentru poetul care 
este chemat de „necunoscutul din stele ” sunt: „Stii pamantul nu-mi da pace / sa ma fluier catre 
stele / M-as desface de pe osii / §i topit sa curg in ele // Toti ar vrea, la toti li-i dor / de o lunga 
luminare, / nu sa rnoara, nici sa mor, / ci s-ajungem nehotare.//” 

Pamantul este un element cscntial in structura tripartita a universului teluric configurat 
de lirica lui PituJ. Componenja lexicului e alcatuita din cuvinte si sintagme apartinand sferei 
semantice a pamantului, cu toate care-i apartin: animale §i pasari, flori si lucruri, peste care 
plute§te atmosfera energetismului afectiv si noaptea luminata a poetului. Muntele §i dealul, 
campia §i valea, pestcra §i drumul, bolovanii si graul sunt motive lirice care converg spre 
simbolul pamantului. lata bogajia lexicala de cuvinte §i sintagme cu care poetul inzestreaza 
pamantul: 2 „Pe valea stelelor; as siinji / cum se urncstc / c-un zuruit de osii grele / din matca lui 
pamantul; dar noaptea cand / infasur pamantul cu suflet / §i-i mangai intclcpciunca muta, / 
scapandu-1 apoi / pe orbita in care n-a obosit niciodata / il simt pe jumatate / muljumit / ca poate 
privi stelele / prin mine; fermenjii din humus; pamantul e al lui /.../ scrpii luneca sub degetele 
sale; §i-i mare pamantul / dar nu mai am loc; confundandu-ma cu pamantul / mult prea devreme; 
se rup, trecand spre mari de pacle / cele mai tinere pamanturi; din cer cad copiii / pe pamant; 
incepe sa-i iubeasca / pamantul / cu o rabdare de paianjen; traicstc ca paznic al muntelui; Casele 
mici din lemn / infundat in pamant; cu mainile ingalbenite / de lutul dealului sterp; acele 
tremuratoare / vieji spre pamant; Satele au intrat pana la genunchi in pamant / Cerbii se retrag 
tot mai mult la creste; cu saptc funii zdravene / ii legam pamantul de picioare; pe podul plin de 
roade / al pamantului; pe varful dealului/ mama si tata / etern aplecaji pe coase si sape / deasupra 
pamantului sterp; miliarde de ciocane / pe pantecul globului; aud cum putrczcstc dealul / la care 
am gandit o clipa; urea tacut / §i slab catre spinare / pan-a cazut / cu mine la pamant; Acuma 
tragi cat o campie; pe vetre de pamant; in satele pamantului de fum; dar numai eu cunosc ce 
stranie lucrare / e partea muntelui necunoscuta; pe cand in pe§terile firii / se spune o cantare 
surda; poporul meu / ara tacut / pe zece mii de dealuri; Undeva ne§tiut / pe faja pamantului / 
arde un foe; §i un copil ne da de-a dura / din munjii universului plangand; La pamant, / popoarele 
sa cada la pamant!; M-as duce-ntr-un Jinut / de sanatate; §i zborul lui imi trage / viata pe pamant; 
spre dealurile arse, / in faja roata / s-a indepartat enorm / de caravane; aud planetele /cum sug 
din ea / ca nistc pui / §i rasuflarea ei deschide flori / pe marile neantului; §i orice drum s farcestc 
/ mai jos de-nceput; lucrarea lui ingaduie / sa vad si muntele din fata mea; incapatanat / ca un 
podi§ transilvan; un trup / pe strazile globului; si-a ridicat de jos, / un pumn de huma arsa / 
zvarlind in cer / o patrie de vulturi; lasandu-te sa cazi in rapa / in care viermi neadormip / 
muncesc etern; si ce prietenie mai traicstc / intre om si dealul / pe care-1 duce-n spate; Pe creasta 
muntelui / un foe / pe nesimtite mi sea / spre el tinuturi departate; mi scam capcane / prin umbrele 
pamantului; Acolo pamantul nu minte; din ce in ce mai stins / aud bolboroseala / celor supti de 
glod; sub o privire dincolo de ea, / un aer tare, / apa, / cuvantul absent / pamant; ce mica-i 
gradina / pamantului, fructele aspre; va curge insula in mare; pamantul e greu, incapatanat, / el 
traicstc in sine / rareori in afara; noaptea coline / urci sa mai vezi / dincolo ce se intampla; un 
damb plin de sanioare era Muntele; sa fie impins zidul in campie; Nici un asfinjit mai palid / 
Ca pamantul acestor retorte; muntele apei se culca, / vine campia gafaind / cu ciulinii ingropaji 


2 Revista Luceajarul Romanesc, Maria Vaida: „Poezia lui Gheorghe Pituf‘ - 

https://arhivaluceafarulromanesc.wordpress.com/%E2%96%BC-jurnalism/maria-vaida-%E2%80%9Epoezia-lui-gheorghe- 
pitut%E2%80%9C/ - 06.08.2016. 
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in aer; nu se mai vede apoi decat omul slab / lovind pamantul / din care Ja§ne§te somnul. Cald. 
/ Rosu. Intunecat.; Pamantul se elibereaza de timp, / Etemitatea se invioreaza / Cu valuri 
proaspete de moarte; cetatea ei din munji / era presarata in departure; Caravane, randuri 
nesfarsitc, / in drum spre [ari intinse, / ne ducem sa cemem nisipul, / sa maturam marea pe [arm 
de scoici; de jocul Nefiin[ei tot mai cuprinsi cu gandul / lasand in urma sorii ne-am aminti 
pamantul / fara paduri §i iarba cum ar fi fost sa fie / copil de fum §i zgura, ciment-melancolie; 
decat oricine stiu eu mai bine un cuvant - ce ne [inu de fragezi in poala lui - pamant / pe care- 
1 rascolira duse de vant si soarte / popoarele bolnave de spa[iu pan-la moarte, / de ne-am trezit 
in limba cu un proverb strain / in care apa trece si pietrele raman; dar stranga el mariri si ani / 
cat munjii-n poala bolovani; plans inecat intr-un munte de vata; caci pe un camp de iasomie / 
masele-ar fi in anarhie; Ce-a§ mai putea alia in re / decat bolnava curgere; peste morminte curge 
timpul; casele vechi, biserici scunde / cuvantul prim aici se-ascunde; nu pot clinti statomicia / 
leaganului prim; La inceputurile victii cand orice gand era un drum; devoratorii materiei / cand 
lucreaza vorbesc / ei spun deal si dealul dispare / ei spun munte §i mun[ii se stcrg / ei spun mare 
§i apele seaca / ei spun granare §i nu mai vezi paine; eu cred ca spiritu-i o cre§a / de flori §i 
animale pure / in grava limbilor padure; Cuvantul cred ca reproduce / vantul imaginii reale/ a 
munjilor ce mor in vale; O, de-am gasi un bun pandar / in cer peste pamant §i apa / sa vada cand 
tree stoluri mari // sa le opreasca sa nu treaca; / O, numai zborul lor ne sapa / in sange, de-am 
ajuns de var.” 3 

Poetul satului §i al padurilor, al stihiilor dczlantuitc, evoca acum §i marasmul ora§ului, 
mizeria planetara, suferinta omului expus la tot mai multe experience greu de suportat. Forta 
coroziva a verbului gascstc la Gheorghe Pi tut, o rezonanja nea§teptata. Avand in urma 
experienta thanatica a lui Goga si Cotrus, el evoca o lume tarancasca in deriva, o disolujie a 
ritmurilor sempiteme, o suferinta prelungita a unei umanitaji truditoare: „Langa scaunul 
bunicului / epileptic / rupt de batraneje / lumina joaca umbre lungi / pe chipul singuratecului 
Robinson”, in timp ce „parinjii [sunt] inhamap la snopi / prin ariile unui veac intreg”. Efortul 
sisific al generajiilor nu-§i gase§te rasplata cuvenita. Omul truditor va fi in continuare ignorat, 
iar efortul sau constructiv e supus zadarniciei. Casa stramo§easca se naruie, satul e inconjurat 
de stihii, noaptea se insinueaza, maculand si devorand traditiile mo§tenite, incetajenite de 
veacuri. Noua lume e una a atrocitatii §i insingurarii, a obturarii izvoarelor germinative: „dar 
noaptea grozava umfla / perejii pana crapa / o paine injunghiata / incet se face lemn / un roi de 
greieri negri/ fac poduri peste vetre”. „Paradisul in destramare” blagian prinde proportii, 
gesturile alienante se inmul|,csc, starea de normalitate a rclatici dintre om §i natura e tot mai 
vulnerabila. „Casa parintilor/ cladita langa vant /pe varfiil satului, / mama §i tata/ etem aplecaji 
pe coase §i sape / deasupra pamantului sterp”. Figura emblematica a tradijiei [arane§ti, parintii, 
prelunge§te aici in etern un efort colectiv sortit esccului. Gheorghe Pituj continua 
expresionismul robust al lui Cotru§ §i-l plaseaza in marginile oniricului, acolo unde strategiile 
poetice dobandesc consistent unei figuri a spiritului creator, a§ezata sub semnul 
halucinatoriului. Poetul e o natura senzoriala frenetica, aplecat spre conformajiile geologicului 
§i a reverberatiilor lui in interioritate: „Traiesc lumini obscure / ce dor ca ranile” afirma el. Ca 
atare, scrisul sau aduce in prim plan „iama inrosita” a durerilor omene§ti, imaginea sumbra a 
unui timp devastat, precum in poezia „Noaptea” din „Ochiul neantului”: „Din toate parjile 
asediat / deodata / de noaptea prabusita / ca o scroafa neagra peste vreme, / aud planetele / cum 
sug din ea / ca ni§te pui / §i rasuflarea ei deschide flori / pe marginile neantului”. 4 

§tefan Augustin Doinas vede in volumul lui Pitut, „Stele fixe”, o intoarcere a poetului 
la un lirism de idei. „De-ar fi sau de n-ar fi miscare / stelele-s fixe ca-n uitare, / tacerea-n cosmos 
e-o povara / care incepe sa ne doara / ca pierderea ca stricta boala / cand cerul pare-o hala goala 


3 Gheorghe Pitut, Noaptea luminata, prefata de M. Ungheanu, Ed. Albatros, Bucure§ti, 1982, pag. 17 - 225. 

4 Mircea Popa, Gheorghe Pitut ~ un disident avant la lettre , revista Mifcarea Literara, anul IX, nr. 3 (35), 2010, Bistrita, 
pag. 7. 
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/ de tot ce-ar mai fi vrut sa spere / vederea-n ceafa unei sfere de ce-am cunoaste-o zi adanca / 
luminile cum fug sa planga, / caci am vedea popoare albe / pe cer in loc de stele-n salbe. O, 
multumirea ca sunt fixe / departe de apocalipse, / hranite numai cu mirare / din ochi de plante 
ganditoare / ne-ajuta sa ne mai sustinem / limpezi in succum et sanguinem.// 5 Contrar ideii 
anterioare pe care §i-o facuse despre poezia lui Pitut, aici simte ca aceasta are cadente clasice, 
filozofice. Poezia filozofica a lui Pitut, mai spune criticul, se hraneste din mirarea si candoarea 
copilului de la (ara, cu lecturi clasice, puse in faja miracolelor simple sau mai complicate ale 
vietii, dintr-o stare aurorala a sufletului, a caror expresie o confine poemul „Zori”: „Deci am 
ajuns §i eu sa spun / precum a§ fi trait optzeci / de ani, ca ieri ca azi §i-n veci- / din toate- darul 
cel mai bun / este sa fii copil nebun / s-alergi, sa zbori peste poteci, / pierdut in codru sa-Ji 
petreci / noaptea cu sori ce nu apun// De zori si frunze inundat / brusc sa adonni langa un 
trunchi, / cand pasarile au zburat// §i-ncet in cel mai dulce unghi / sa te trezesti halucinat / de-o 
caprioara in genunchi//” 6 

O meditatie grava, profunda, asupra cxistcntci insasi, denumcstc Petru Poanta, poezia 
lui Gheorghe PituJ. Poetul nu are sentimentul rural al instrainarii in epoca expansiunii 
tehnologice si a ambiguitajii morale. Atitudinea sa, mai spune acelasi Poanta, este mai 
complexa, mai fecunda: pe de o parte o adeziune subtil ironica, iar pe de alta parte, o abandonare 
lucida si o retragere nu in arhaitate, ci in ordinea cosmica simtita ca echivalentul natural al unei 
ordini si puritaji spirituale: „eu cred ca spiritu-i o crcsa / de flori si animale pure / in grava 
limbilor padure/.” In universul lui Gheorghe PituJ tulburat de nelinisti si intrebari, „stelele fixe” 
sunt semnale, astrale, telurice, ale stabilitatii umane. O energie ancestrala urea in elogiul naturii 
primare, a geografiei noastre spirituale, a inaternitapi, a spatiului transilvanean. „Desi-i un 
domn cu traista-n bata”, cum ironic se nume§te PituJ, este in fond, spune Poanta, un meditativ 
§i un subtil in multe poezii. El poetizeaza abstractiuni precum: vanitatea, creajia in general, 
vial,a, moartea, simtirca, datoria, etc. Miracolele naturale vor fi redescoperite cu pudoare, vag 
ironic. 7 

Sentimentul frust al naturii a fost inlocuit cu revelajia eternitajii §i imobilitajii ei, simtita 
cel mai acut in versurile poeziei „Zori”: „Deci am ajuns §i eu sa spun / precum as fi trait optzeci 
/ de ani, ca ieri §i azi §i-n veci - / din toate - darul cel mai bun / este sa fii copil nebun / s- 
alergi, sa zbori peste poteci, / pierdut in codru sa-Ji petreci noaptea cu sori ce nu apun. / De zori 
§i frunze inundat / brusc sa adormi langa un trunchi, / cand pasarile au zburat / si-ncct in cel 
mai dulce unghi / sa te treze§ti halucinat / de-o caprioara in genunchi./” 

Strans legata de lumea satului, natura pare sa aiba la Gheorghe PituJ semnificatii mult 
mai profunde decat in viziunea traditionalista, aceasta devenind la poetul nostra o proiccpc a 
eului §i a freamatului interior asupra spajiilor primordiale cu arbori, ape §i pasari, incercand a 
se concilia astfel infinitul si fiinja inca din volumul „Poarta cctajii”. Poet al noptii si al padurii 
(cum il numea Nicolae Manolescu), PituJ nu face din acestea doar simple prezente romantice 
ori feerice, ci transcendence ale locului ce ii produc o fericire aproape adamica, dupa care a 
tanjit indelung. Lipsite de muzicalitate, poemele ne dezvaluie o natura frusta, care ii copiaza 
insa starile interioare; chiar daca poetul nu va pune urechea pe pamant precum Blaga §i nici nu 
se va risipi contemplativ precum Eminescu, vitalitatea naturii va comunica o nelini§te mitica, 
secreta, care nu se poate spune pe cale rationala, anunjand la modul expresionist marile 
cutremure ale fiin(ei: „S-au spart linistile padurilor virgine, / Satele au intrat pana la genunchi 
in pamant, / Cerbii se retrag tot mai mult la creste, / frecandu-si coarnele de cer”. Bezna padurii 
pare a fi locul radacinilor folclorice ancestrale, unde se nasc mistere nepatranse §i unde trairile 
poetice ating extazul developand cultul valorilor htonice intretinut de-a lungul veacurilor de 


5 Gheorghe Pitut, Poarta cetafii, editura Tineretului, Bucure§ti, colectia Luceafarul, 1966, pag. 78. 

6 $tefan Augustin Doina?, Lectura poeziei urmata de tragic fi demonic, editura Cartea Romaneasca, Bucure§ti, 1980, pag. 
228. 

7 Petru Poanta, Radiografii, editura Dacia, Cluj Napoca, 1978, pag. 239 - 241. 
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poezia transilvana. Intervine insa aici §i un acut sentiment al trecerii, al poziponarii fiintci sub 
vremi, sentiment care predispune la reflecpe, transferand astfel emotia intr-un peisaj cu 
fulgurapi expresioniste: „De cate ori gandesc la mine / Ma uit la frunzele ce cad / Prea bland §i 
pe acelasi vad / Al toamnei cu lumini straine // Si timpul cre§te-n serpentine / Noaptea cand 
geru-n trunchi de fag / Plesne§te coaja cu arjag / De intra spaima in jivine.// Spre dimineata 
numai rani / Padurea plange ne§tiuta / Ca o batrana mare muta// Transcendentala de la vami,/ 
Ci totu§i inca ma mai chemi / Ca §i cum nu am sta sub vremi” - „De cate ori”. 8 

Ceea ce trebuie observat de la inceput in cazul lui Gheorghe Pitup remarca Mircea Popa, 
este refuzul organic al oricarei alinieri la lirismul rasuflat si compromis al generapilor 
anterioare, care au trecut prin experimentul proletcultismului. Fiul de tarani padurari de langa 
Beiu§ nu a suportat nici o clipa tranzacponismul ideilor, mimetismul fonnulelor lirice gata 
fabricate, lalaitul manelist al asa-zisului lirism cetajenesc sau agitatoric. Temele si motivele 
pentru care opteaza poezia sa sunt cu totul altele §i provin din substanta grava si responsabila a 
unui Ardeal impilat §i a unei Jaranimi care n-a cunoscut bucuria §i exaltarea convcnponala. 
Respectul pentru om al lui Gheorghe Pi tu( este unul dcsavarsit §i total, iar greul unei vicp 
haituite si supravegheate continuu transpare ca un protest subiacent, discret dar peremptoriu, 
peste tot in poezia de scenerie sumbra §i halucinatorie a unui poet care-si scrie parca poezia cu 
gura inchisa. Somptuozitatea si feericul victii e inlocuit in cazul sau cu transpunerea realitapi 
intr-o haina alegorica §i aluziva, la fel cum a procedat inainta§ul sau de odinioara, Octavian 
Goga. Ecourile vicpi cotidiene patrund in poezia sa deghizate §i ascunse dupa faldurile 
inteligent masluite ale unor imagini drapate, plasate intr-un imaginar hipersensibil, dar 
transfigurat intr-o hiperbola a aluzivului. Intend a lui declarata e aceea de a se plasa in acest con 
de umbra al „dezechilibrului”: „Descarca-te, dezechilibru / al lumii / te-a§tept cu top porii / 
dilataji ca 6 havuzurile, / sa ne unim furtunile, / care gem inchise in noi” - „Singur”. 9 Acesta e 
motivul pentru care aceasta poezie pe post de „ars poetica” e asczata in fruntea volumului sau 
de debut, in timp ce colegii sai de generate vorbeau de solidaritatea colectiva, „tovara§easca” 
a lumii proletare, poetul Gheorghe PituJ prefera singuratatea creatorului romantic, solitudinea 
observatorului inclement, a unui „Orfeu neguros”, care percepe lumea ca o dezlanjuire stihinica, 
pupn ocrotitoare. O materie in mi scare amen in ta mereu lini§tea lumii. Omul pare o faptura 
asuprita de navala elementelor de o salbatica marcpc, cu pnuturi de piatra amcnintatoarc, cu 
„vantul de cuie”, cu lupi de o rara ferocitate, flare cu „dinp magnetizap”, §i „ranjet carnivor”, 
cu „campia de gheaja” §i cenu§a care cade sfaraind din „halci de cer”, cu ora§e care „agonizeaza 
valpurgic”, cu cerbi carc-p fireaca coarnele de cer, cu scrpi lucitori de otrava, cu sate ce se surpa 
de vanturi puternice, etc. Lumea nu e o masa de armonii, un loc al inseninarilor, ci, dimpotriva, 
un spapu al bulversarilor, al experienjelor dramatic, al expierii: „hnpotriva §i sumbre injur / 
buzele stancilor sparte / si sentimentul aicea sublim / ca totul se smulge din moarte” (Arge§). 
Chiar reintoarcerea acasa, in taramul primordial a lumii familiare a satului e un prilej de 
intristare. Parinpi, familia e trista, imbatranita, casa batrana se naruie, sta sa se prabu§easca, 
padurea e trista, un vant turbat circula daramand temelii, statomicia e o iluzie: „se incalce§te 
lumea / asa ca la-nceput / §i nu mai sunt decat un strigat lunar”. 10 

O monografie a lui Gheorghe PituJ realizata de Maria Vaida numita, „Gheorghe PituJ 
sau ochiul §i noaptea”, aparuta la Casa Carpi de Stiinja, Cluj-Napoca, 2009, are meritul de a 
se apropia de creapa unui scriitor, care, chiar daca nu a fost uitat, nu se (mai) gascstc in centrul 
atcnpei criticii literare. Geneza lucrarii trebuie cautata in dragostea exegetei pentru poezie, dar 
§i in intalnirea cu poetul Gheorghe PituJ la Beiu§, in timpul studiilor sale liceale, intalnire ce i- 


8 Rodica Mure?an, Retorica moderna a poeziei lui Gheorghe Pituf , revista Mi§carea Literara, anul IX, nr. 3 (35), 2010, 
Bistri(a, pag. 3. 

9 Gheorghe Pitu(, Poarta cetdfii, editura Tineretului, Bucure?ti, colec(ia Luceafarul, 1966, pag. 9. 

10 Mircea Popa, Gheorghe Pituf - un disident avant la lettre , revista Mi$carea Literara, anul IX, nr. 3 (35), 2010, Bistri(a, 
pag. 6. 
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a marcat in mod decisiv cxistcnta. De asemenea, investigajia a avut drept scop corectarea 
informatiilor eronate descoperite in lucrari de anvergura vizand locul nastcrii poetului, primele 
preocupari literare, data debutului, a primului interviu, a studiilor, etc. Invcstigapa are si o 
dimensiune vadit polemica, incercand sa raspunda la interpretarile adesea tcndcntioasc legate 
de opera poetului. Fapt important, Maria Vaida a avut acces si la opera postuma a lui Gheorghe 
PituJ, netiparita inca in volum. Dupa cum se anticipeaza in subtitlu, exegeza respecta cu 
minujiozitate rigorile specifice unui studiu monografic. O ampla sectiunc reconstituie periplul 
biogralic al poetului, iar informajia se dovcdcstc extrem de pertinenta, tinzand catre 
exhaustivitate. Prima rectificare operata de catre cercetatoare se refera la locul na§terii poetului, 
localitatea Sal isle de Beiu§, comuna Budureasa, judejul Bihor. Maria Vaida insista pe 
evenimentele ce au marcat profund biografia poetului, patrunzand apoi si in universul operei 
sale: moartea frajilor mai mari in ziua de Craciun, experienja apocaliptica a razboiului, moartea 
bunicii din partea mamei in 1946, etc., dupa care este relevat contextul in care s-au nascut 
primele crcajii. Propunatoarea are harul de a povesti si §tie sa includa in relatare informapa de 
istorie literara. Relatarea se bazeaza pe fort a indubitabila a documentelor, care reconstituie cu 
fidelitate etapele formarii spirituale a lui Gheorghe Pi tup Merita atentie eforturile depuse in 
parcurgerea arhivelor pentru a aduce la lumina o serie de date inedite privind viata si opera 
scriitorului. Este mentionata adevarata data a debutului poetului, care nu este 25 iulie 1963 cand 
ii apare un grupaj de poeme in revista „Tribuna”, ci 28 februarie 1963, in aceea§i publicajie, cu 
poemul „Antirazboinica”. Reconstituind biografia autorului „Stelelor fixe”, Maria Vaida 
reconstituie atmosfera unei epoci zbuciumate, ostile culturii. Autoarea §tie sa contextualizeze 
foarte bine reperele majore ale unui destin si reconstituie ecoul volumelor lui Gheorghe PituJ in 
epoca. Nu sunt evitate nici momentele dificile din biografia poetului, cum ar fi reintoarcerea de 
la studii din Germania, cand este dat afara de la „Romania literara” deoarece a ramas prea mult 
timp in strainatate. Pe parcursul invcstigapci pe care o realizeaza, exegeta i§i propune sa releve 
semnificajiile crcapci lui Gheorghe Pituf constienta fiind de originalitatea, profunzimea si 
complexitatea acesteia. Strans legata de reconstituirea destinului poetului se gascstc §i relevarea 
legaturilor acestuia cu scriitorii din afara granijelor Romaniei. Calatoriile in lumea libera devin 
pentru poet o veritabila aventura a cunoa§terii prin largirea surselor de inspirapc §i imbogajirea 
orizontului tematic. Excursul se caracterizeaza prin calitatea informatici, ideile exprimate fiind 
exemplificate mereu prin trimiteri la universul crcapei. 11 

Autorul articolului insista pe ideea ca Maria Vaida a realizat o monografie care arata 
adevaratul chip a operei lui Pi tut, descoperind profunzimea si cxigenta acesteia. 

Reconstituirea profilului spiritual al lui Gheorghe PituJ este urmata de o ampla §i 
competenta incursiune in Universul liric al poetului. Este secjiunea cea mai ampla si mai 
interesanta a lucrarii. Maria Vaida considera ca lirica lui Gheorghe PituJ „este expresia unei 
vocatii a firescului in care eul liric coexista cu rcvclatia descoperirii unei lumi izvorata din (iinta 
sa insetata de absolut’’. Este vorba de opera unui poet considerat de critica literara „traditionalist 
prin materialul inspirajiei si modernist prin imagerie poetica”. Demersul ramane riguros si 
original, subcapitolele alcatuind niste etape distincte ale investigajiei. Exegeza insista pe 
elementele de originalitate din creajia poetului, pe coordonatele prin care acesta se 
individualizeaza in cadrul generajiei ‘60. Abordand problema raportului dintre tradijie §i 
modemitate, Maria Vaida decodifica marile simboluri ale operei lui Gheorghe Pituf o lirica 
arhetipala prin excelenja. Propunatoarea este o cititoare atenta, care stie sa aleaga citatele 
semnificative in masura sa ii ilustreze opiniile. In acest sens, se dovede§te semnificativ capitolul 
intitulat Ochiul si noaptea, care da §i titlul studiului §i in care se insista pe tema ochiului §i pe 
motivul privirii: „Ochiul si noaptea sunt doua teme predilecte §i complementare in poezia lui 
Pituf simbolizand cunoa§terea lumii prin poezie, iar aceasta cunoa§tere se realizeaza numai 


11 Gheorghe Glodeanu, O monografie Gheorghe PituJ, revista Nord literar, nr. 7-8, (74 - 75), 2009. 
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prin iubire”. Timpul, himericul, dimensiunea religioasa, eul §i lumea, arta poetica, dimensiunea 
blagiana, teluricul reprezinta alte coordonate ale investigajiei. Exegeta dezvaluie §i unele 
aspecte mai pujin cunoscute ale operei, cum ar fi apropierea lui PituJ de mi§carea onirica sau 
dimensiunea religioasa a creajiei acestuia. Investigajia tinde sa surprinda toate fajetele creajiei, 
dar capitolele se dovedesc inegale, unele meritand sa fie amplificate. In ciuda admirajiei certe 
fata de activitatea poetului, discursul utilizat nu devine unul apologetic, astfel meat nu sunt 
evitate nici opiniile contestatare ale criticii. De altfel, lucrarea continc un intreg repertoriu al 
receptarii critice a liricii lui Gheorghe PituJ. 12 

Cateva din aprecierile critice despre creatia sa, le voi prezenta in urmatoarele randuri: 

„Gheorghe Pitut e un poet care se stimeaza §i stimeaza si cititorii prin nestirbita cxigcnja 
faja de versurile sale. E un poet „tacut ca o lebada” - cum ar zice Blaga - manifestand, in vorbire 
trecatoare de toate zilele, ca §i in scrisul sau, pe care il vad peren, o maxima cxigcnta faja de 
cuvant. Pitut nu-§i imbraca gandurile §i sentimentele cu haine vechi, cumparate la talciocul cine 
stie carui curent sau al cine stie carei miscari literare depasite, dar nici de la pachet dupa nu stiu 
care moda napadita aiurea si ea de molii. Substanta poeziei sale e de esente romanesti, in sensul 
cel mai curat al cuvantului, Pitut se vrea un poet a carui opera sa fie puternic patrunsa de un 
spirit popular si national, neramanand la treptele primare ale sensibilitatii, ale gandirii §i ale 
exprimarii. E rafinat §i uneori suav, dar niciodata lipsit de vigoarea vietii; poezia sa e plina de 
experienta nemijlocita, de observatii directe, de senzatii proaspete, dar nicicand nu e terna §i nu 
are aripa obosita de prozaic. De o reala tensiune lirica §i adeseori dramatica, poezia lui 
Gheorghe Pitut e tonica, respirand un aer proaspat din padurile de brazi, rascolind in cititor 
setea de viata, aspiratia nobila de lupta si implinire umana... Gheorghe Pitut nu e doar autorul 
unor poezii, el e un poet in toata puterea cuvantului.” 13 

„Ar fi gresit sa se creada ca Gheorghe Pitut e un poet intelectualist care transpune, 
programatic, in versuri un anumit corp de idei, personale sau imprumutate, asupra lumii. 
Dimpotriva: poetul e o natura aproape elementara, caruia contactul cu clasicitaplc abia daca i- 
au disciplinat priza de constiinta asupra realului. Multe din gandurile sale raman inca naive in 
nuditatea lor, stangace de multe ori ca expresie pe deplin stapanita. El nu este nici un artizan, 
pasionat de travaliul de giuvaergiu asupra versului. Atunci cand unele cadente suna extrem de 
pur sunetul este genuin, nefabricat. Inclinarea spre o poezie de idei vine la el, din starea de 
perplexitate, dar si dintr-o ambitie obstinata, aproape tarancasca, de a le patrunde nu atat talcul, 
ca reverberatie pur ideativa, cat rostul imediat ca zare a praxisului.” 14 

„Poet al „lucrarii” §i al „liberta|ii intre fraji”, Gheorghe PituJ, covarsit de nepasarea 
milenara a Sfinxului, nupregeta sa-i puna la incercare misterul, incxistcnta §i neantul in sonetele 
pariziene. Nu eternitatea Sfinxului, inumana expresie a dezumanizarii artei, a ravnit-o Gheorghe 
PituJ, ci perenitatea invederata de geniul crcstinismului, de la sonetele lui Dante §i Eminescu, 
la siderala elegie blagiana. ,,Noblctc” nu este doar unul din sonetele demne de orice antologie, 
ci §i marca stilistica a omului §i poetului Gheorghe Pi tup „Culoarea morti-i frumuselea / 
frunzelor galbene ce cad / de mii de ani pe-acelasi vad / dar fara ura, cu tandrejea / timpului - 
gadele nomad / care ne-nvaja ce-i noblcjca / de a te pierde cu suplejea / §i pacea unui trunchi 
de brad. / La fel de anonimi sunt sorii / ca fiecare frunza-n parte / noi singuri insa vestitorii, / 
prin care spiritu-si desparte / vasele vii de cele moarte, / cantam luminile erorii”.” 15 

„Alaturi de Ion Gheorghe, Gheorghe Istrate, Marin Mincu, loan Alexandru, Gheorghe 
PituJ aduce in poezia contemporana, inca de la debut, un ton inconfundabil. Materia este, in 
mare parte, originala. In „Cine ma apara”, concretul este fabulos, mitul are materialitatea calma 


12 Idem. 

13 Ion Dodu, Balan, Condifia creafiei. Portrete, Editura pentru Literatura, Bucure§ti, 1968, pag. 107. 

14 $tefan Augustin Doina§, Lectura poeziei urmata de tragic $i demonic, editura Cartea Romaneasca, Bucure§ti, 1980, pag. 
228. 

15 Geo Vasile, Sonetele lui Gheorghe Pituf, revista Romania literara, nr. 27, 2003. 
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a elementelor grele. Spre deosebire de poezia lui loan Alexandru, aflata intr-o continua stare de 
criza (pana la Imne unde termenii crizei, fara sa dispara, sunt inversafi), aceea a lui Pitut este 
rodul unui echilibru de sorginte morala si face, la randul ei, apologia unei Datorii cosmice.” 
(George Alboiu) 16 

„Mai aproape de mesianismul lui Goga, Pitut este un vaticinar (dintre cei de azi, ca Ion 
Gheorghe) iar lirismul, cand e, vine din nu stiu ce fermitate de legamant a rostirii. Poezia aceasta 
i§i trage sevele dintr-o etica ireductibila, din legi secrete, din comandamente morale mostenite 
§i a caror perpetuare cu sfintenie dovedeste nu atat iubirea individualitatii, cat un instinct de 
subordonare la norma comuna intrucat e veche. (C. Stanescu) 17 

„Poet al grandiosului sumbru §i al convulsiei energiilor elementare, Gheorghe Pitut 
proiecteaza in materia razvratita a poemelor sale un patos nelinistit, cand exaltat si cand 
interogativ de natura deopotriva existentiala §i etica. Ardelean, el are constiinta tipica de 
mesager al unei colectivitafi determinate si tonul profetic ii este organic.” (Mircea Iorgulescu) 18 

Ultimele randuri le-am pastrat pentru gandurile personale ale poetului, despre poezie §i 

creafie: 

„Relafia dintre cuvinte si poezie este fundamentals numai in punctul initial, atunci cand 
talentul se afla in starea de gratic §i cuvintele sunt selectate ori vin ca un vis, in miscatoarc 
imagini si combinatii inedite. Despre cuvinte §i patria lor am mai spus undeva ca ele nu sunt 
decat o campie ncsfarsita de animale adormite, absolut transparente unele, altele de un clar- 
obscur, §i carora vorbitorii (de-a valma) le atribuie culori, acizi §i otravuri, potrivite cu umoarea 
fiecaruia. Se pare ca dintre cei care le tulbura somnul, poefii rcuscsc cel mai bine §i mai 
indelung sa mentina cuvintele in stare de veghe. Inchipuiji-va un mare poet, rotindu-§i prima 
oara poemul genial pe varful unui munte linistit; aproape sigur ca poemul se va construi, 
imprima si perpetua, intr-o alcatuire de sine statatoare, asemeni acelor vestite monade, chiar de 
ar fi sa-1 asculte numai stancile §i norii (...). Dar revenind la relajia dintre cuvinte si poezie, 
doua analogii pot li graitoare: sa ne inchipuim ca ouale din cuiburile unei primaveri pot deveni 
§i chiar pluti ca pasari la mare inaltime toamna spre sud; navele ajunse in stare de 
imponderabilitate abia daca mai au vreo legatura cu tonele de combustibil care sau consumat 
pentru plasarea lor intr-un spajiu (pentru noi) intangibil si stralucitor. Tot astfel poezia arata 
lumii ca mijloacele de care dispunem pentru a fiinja, cuvintele adica, nu trebuie sa restituie 
realitatea (pe care o reprezinta notional), ci s-o inalje. Daca singure cuvintele (fara participarea, 
intcntia §i arta de a stabili anumite relafii, proprii fiecarui talent) ar fi suficiente pentru a vedea 
in ele ceea ce indeobstc se crede a fi poezia, atunci dicfionarele ar reprezenta in cel mai inalt 
grad poezia sau suma poetica a fiecarui popor.” 19 
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TRANSLATE USING A'HIPTIONARY” 


Puskas-Bajko Albina 
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Abstract: These days hipsters are so hip that they refuse to be called so and strongly believe that anyone 
who identifies with this category is 'hip-o-critical'. With this 'hiperstification' process, today hipsters 
come in all shapes and political persuasions. Age does not define them either. Not everyone who is hip 
is young (teenager), and not everyone who is young is hip. It has become a mentality a certain approach 
to life in all layers of society. Today we witness the dawn of a modern hipsterdom. What used to be 
representative of subculture has become mainstream, arid its fighters can be met everywhere, from New 
York to Paris, from Bucharest to Budapest, from Cluj to Tg. Mures. It is no longer the tag of a discreet 
circle of people, understood only by members. ’’Eventually the hip sensibility was adopted by bigger and 
bigger circles until it boomeranged back to the small towns, Leland says. "Now there's no lag time. 
Those syntheses and exchanges take place not in physical spaces but metaphorical ones — in 
cyberspace, in the marketplace, in the media. So stuff that looks like hip is everywhere” 1 


Keywords: ’’hiptionary”, translating idioms, hip sensibility, mainstream 


The culture of hipsters is omnipresent. It can be discovered in fashion, music and 
lifestyle. As a very positive phenomenon, it crosses borders of delimited preferences: there are 
no more borderlines of ethnicity, social status or sexual preferences. This is like a new 
revolution, exploding and influencing our young. It is pervasive in a funny way, as many people 
will judge hipsters and construct newer and newer discourses about them, hipsters themselves 
do not agrre with being identified as hipsters, the revolutionary phenomenon has become so 
popular thaty, though it used to be anti-pop culture, pop culture has swallowed it, and it has 
become trendy to be a hipster. 

We might get the impression that our hipster students could lose of their ultra-coolness, 
as the hipsterism ripples out, at a huge distance from metropolises, however, what we must state 
is that the coolness hasn’t lost its authenticity, moreover, it has become even heightened by 
inhabitants of smaller cities. As hipsterism was all about anti-trends, it is actually cooler to be 
a hipster in Tg. Mures than one in New York-”everyone knows about New York City” 2 . 

Many critics say that there is no originality in this whole phenomenon, no authentic 
initiative or substance to it. Hipsters are all posers, striking their poses, but lacking any kind of 
culture or vision for the future. Well, I have to disagree. These individuals take part in many 
movements and initiate numerous actions with a clear vision for the future:”Let’s Do It, 


1 http://www.npr.org/2011/ll/16/142387490/the-hipsterfication-of-america . accessed on 28.11.2016. 

2 http://www.npr.org/2011/11/16/142387490/the-hipsterfication-of-america , accessed on 11.01.2017 
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Romania!”, ’’Youth in Action”, ’’Critical Mass”, just to point out a few movements they initiate 
in which their passion, awareness and enlightenment is evident. 

Translate using a ’’hiptionary” 

If we wanted to devise a 'hiptionary', we would have to read John Leland’s book, Hip: 
The History in which he examines what constituted a century of 'hip' in a well researched and 
exciting way. He traces the movement ’’through bluegrass, the Jazz Age, early cartoons, writers 
of the Beat Generation and contemporarily, hip-hop combined with cyber culture, he shows the 
factors that gave these trends their energy and the reasons why many of these are relevant to thi 
day in forming generations of hipsters for tomorrow.” 3 

What strikes us the most is how Leland proves in his book that the role of technology 
has always been and always will be that of transmitter of hip. ’’For example, ragtime music did 
not become popular with most Americans until the invention of the player piano. Because of 
this, white Americans who would never set foot in a honky tonk bar could now buy rolls with 
the music already on it and listen to this new music in the relative tranquility of their own 
homes. This continues on through history as phonographs and wireless radios begin to pipe the 
sounds of jazz from Harlem to white enclaves across America. Motion pictures show how other 
cultures act. Even if what they show are often crude stereotypes, Americans are being presented 
with the new and exotic. Technology acts as the undertow that takes Americans from their 
established culture and presents them with the new, the foreign, and the just plain different. The 
youth seeking to identify themselves as different from their parents can embrace and further 
mutate these new forms of expression and the status quo can scratch their heads in either 
bewilderment or consternation. Technology doesn't necessarily create hip, but it accelerates its 
frequency and amplifies its wavelength.” 4 
The hipsterification process in translation 

These days hipsters are so hip that they refuse to be called so and strongly believe that anyone 
who identifies with this category is 'hip-o-critical'. With this 'hiperstification' process, today 
hipsters come in all shapes and political persuasions. Age does not define them either. Not 
everyone who is hip is young (teenager), and not everyone who is young is hip. It has become 
a mentality a certain approach to life in all layers of society. Today we witness the dawn of a 
modem hipsterdom. What used to be representative of subculture has become mainstream, and 
its fighters can be met everywhere, from New York to Paris, from Bucharest to Budapest, from 
Cluj to Tg. Mures. It is no longer the tag of a discreet circle of people, understood only by 
members.’’Eventually the hip sensibility was adopted by bigger and bigger circles until it 
boomeranged back to the small towns, Leland says. "Now there's no lag time. Those syntheses 
and exchanges take place not in physical spaces but metaphorical ones — in cyberspace, in the 
marketplace, in the media. So stuff that looks like hip is everywhere” 5 

Beyonce, Kafka and Camus 

While mainstream society is busy with Beyonce’s marriage, reality shows or the sensationalist 
news offered to it every evening, living the typical life of a consumer, having fun at the 
MacDonalds, occasionally at the mall, a cultural revolution has been consienieously going on 
since the 2000s. Children choose jumpers with no inscription at all (in their aware refusal to 
make sweatshops more profitable), or if they wanted inscriptions, they had to be highly 
intellectual, unique, or rare at least (proving their reading experiences: inscriptions of Kafka, 
Camus). They listen to underground/alternative/indie music, they participate in cultural 


3 John Leland, Hip:The History, Harper Collins Publishers, New York, 2005. 

4 http://www.amazon.com/Hip-The-Historv-John-Leland/dp/0060528184#reader 0060528184 . accessed on 28.04.15. 

5 http://www.npr.org/2011/ll/16/142387490/the-hipsterfication-of-america . accessed on 28.11.16. 
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festivals where they ostentatively read books in front of their tents. They want to make a better 
future possible for the next generation, (riding their second-hand bikes, eating organic gluten- 
free grains, teaching younger kids to „Leave no Trace” when in nature, and more than anything 
else, „they wanted to be recognised for being different — to diverge from the mainstream and 
carve a cultural niche all for themselves. For this new generation, style wasn't something you 
could buy in a department store, it became something you found in a thrift shop, or, ideally, 
made yourself. The way to be cool wasn't to look like a television star: it was to look like as 
though you'd never seen television." 6 

Hipster students facing Otherness 

Today we are constantly committed to the discovery, exploration and invention/re-invention of 
the 'Other'. We witness ”a multitude of differences. We are the ones who offer virtual 
encounters, we use and abuse of interfacing and interactivity. Once we get beyond the mirror 
of alienation (beyond the mirror stage that was the joy of our childhood), structural differences 
multiply ad infinitum - in fashion, in morality, in culture.” 7 Raw otherness, difficult otherness 
- the otherness of nationality, race, mental sanity, of economic status - haveceased to exist. 
Otherness, similar to everything else, has fallen into the category of consumerism, the laws of 
a universal market, which, if boken down, is the law of demand and supply. Alterity has become 
a rarity, an exotic commodity, thus it is worth extremely much on a social and psychological 
hierarchy of values. No wonder, our students (and we too) struggle so much to simulate the 
uniqueness of the Other, of the different. ”A veritable obsession with ecology extends from 
Indian reservations to household pets (otherness degree zero!) - not to mention the other of “the 
other scene”, or the other of the unconscious (our last symbolic capital, and one we had better 
look after, because reserves are not limitless). Our sources of otherness are indeed running out; 
we have exhausted the Other as raw material. (According to Claude Gilbert, we are so desperate 
that we go digging through the rubble of earthquakes and catastrophes.)” 8 


Otherness- an obsession 

In the past, anything that belonged to the Other was rejected, hated. In the meantime, we grew 
to be attracted in a way to the exotic in the Other, to the unknown that it represented. Slowly, 
Western societies started to be obsessed with the notion and phenomenon of alterity, the 
individual’s highest goal has become to be different, to be the Other. ’’Consequently the other 
is all of a sudden no longer there to be exterminated, hated, rejected or seduced, but instead to 
be understood, liberated, coddled, recognized. In addition to the Rights of Man, we now also 
need the Rights of the Other. In a way we already have these, in the shape of a universal Right 
to be Different. For the orgy is also an orgy of political and psychological comprehension of 
the other - even to the point of resurrecting the other in places where the other is no longer to 
be found. Where the Other was, there has the Same come to be.” 9 

Today’s society has a nightmare of being mediocre. People would do almost anything in order 
to avoid the impression of mediocrity. For us, life has become too short to live it in mediocrity. 
Hipsters feel this urge to differ, conveying the message of difference through old-fashioned 
glasses, intelligent quotes from difficult literature and unique clothing. The hipster would rather 
die than live in constant mediocrity, and pities all those who do not dare to seize the opportunity 


6 Matt Granfield, HipsterMattic, Allen&Unwin, Melbourne, 2011, p.32. 

7 http://www.ubishops.ca/baudrillardstudies/vol3_l/baudrillard2.htm, accessed on 29.04.15. 

8 Idem. 

9 ibidem 
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to differ. This yearning for something else, something Other than the usual manifests itself as a 
drama in students’ life, a psychologcal struggle. „And where there is no longer anything, there 
the Other must come to be. We are no longer living the drama of otherness. We are living the 
psychodrama of otherness, just as we are living the psychodrama of “sociality”, the psycho¬ 
drama of sexuality, the psychodrama of the body - and the melodrama of all the above, courtesy 
of analytic metadiscourses. Otherness has become sociodramatic, semio-dramatic, 
melodramatic.” 10 

There are often implicit ,rules’ about what someone should do in a particular situation. For 
example, when there are two job opportunities, the ,rule’ says that you should take the one with 
higher pay. But is that what you want? Does it help you achieve your dream? Maybe the job 
with less pay will help you achieve your dream while the one with higher pay doesn’t. Do you 
have the courage to be different and follow your dream? 

Another worry hipsters face day-by-day is if someone worries more about being loved than 
being what they love. They consider average people do not dare to be different because they 
are trying to meet other people’s expectations. They often worry more about what other people 
say than about what matters to them. But living someone else’s life is a bad way to live your 
life. Why should anyone miss an opportunity only because of what others might say? 

’’All we do in psychodrama - the psychodrama of contacts, of psychological tests, of interfacing 
- is acrobatically simulate and dramatize the absence of the other. Not only is otherness absent 
everywhere in this artificial dramaturgy, but the subject has also quietly become indifferent to 
his own subjectivity, to his own alienation, just as the modem political animal has become 
indifferent to his own political opinions. This subject becomes transparent, spectral (to borrow 
Marc Guillaume's word) - and hence interactive. For in interactivity the subject is the other to 
no one. Inasmuch as he is indifferent to himself, it is as though he had been reified alive - but 
without his double, without his shadow, without his other. Having paid this price, the subject 
becomes a candidate for all possible combinations, all possible connections.The interactive 
being is therefore born not through a new form of exchange but through the disappearance of 
the social, the disappearance of otherness. This being is the other after the death of the Other - 
not the same other at all: the other that results from the denial of the Other .The only interaction 
involved, in reality, belongs to the medium alone: to the machine become invisible. Mechanical 
automata still played on the difference between man and machine, and on the charm of this 
difference - something with which today's interactive and simulating automata are no longer 
concerned. Man and machine have become isomorphic and indifferent to each other: neither is 
other to the other.” * 11 

It is by no means clear that the other exists for everyone. Does the other exist for the Savage or 
the Primitive? Some relationships are asymmetrical: the one may be the other for the other 
without this implying that the other is the other for the one. I may be other for him although he 
is not the other for me. At the English class, we are trying to contribute to the taming of this 
otherness, domesticating idioms and phrasal verbs through the process of assisted translation 
exercises. These idiomatic phenomena cause students to be reluctant when it comes to actually 
using them, however, the moment they manage to grasp the actual meaning of these phrases, 
they will willingly use them. 

’Taming’ idioms 

I asked my hipster students to make a list of the best ways to ,tame/translate’ idioms. These are 
a few examples of how they view this issue: 


10 http://www.ubishops.ca/baudrillardstudies/vol3_l/baudrillard2.htm, accessed on 29.04.15. 

11 Jean Baudrillard, The Transparency of Evil: Essays On Extreme Phenomena (c 1990). Translated by James Benedict. New 
York: Verso, 1993:124-138., at http://www.ubishops.ca/baudrillardstudies/vol3 l/baudrillard2.htm , 29.04.15 
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1. Try to find an idiom in the target language which uses the same words, the same structure 
and has the same exact meaning. This is the top notch solution, but you often will not find it. 

2. Try to find an idiom in your language which uses different words, but has the same 
structure and the same exact meaning 

3. Try to find an idiom in your language that has different words, different structure but the 
same exact meaning 

4. Try to find an idiom in your language that has different words, different structure and a 
slightly different meaning, and complete it with a short explanation. 

5. Try to find an English native speaker who can explain the meaning to you. Then, once 
you get the meaning you’ll probably find in your memory a similar idiom in Italian. 
Alternatively, you can always ask your grandma, who is usually an endless source of idioms! 
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Abstract: Children's literature as a separate trend was born at the turn of the 17th and the 18th 
century. Social concept begins to change and, at the same time, the place of the child in the new 
society. At the beggining, children's literature was almost exclusively subordinated to 
pedagogical theories, having only educational role. But in the second half of the 19th century 
it begins to flourish. In Poland, children's literature appeared quite late, in the Age of 
Enlightenment. Going through the stages of children's literature in Poland, we can observe 
that over the years the trends have changed and we can distinguish several trends and dominant 
models in each period. 

Keywords: children's literature, didacticism, evolution, educational reform, trends 


1. Introducere: Literatura pentru copii. inceputurile 

Literatura pentru copii ca un curent separat se na§te la sfar§itul secolului al XVII-lea si la 
inceputul secolului al XVIII-lea, cand se schimba constiinta Europei „de la stabilitate la 
mi scare”, cum afirma istoricul literar francez, Paul Hazard. Incepe sa se schimbe conceptia 
sociala si, in acela§i timp, locul copilului in societatea noua. La inceput, literatura pentru copii 
este subordonata aproape in exclusivitate teoriilor pedagogice, avand doar un rol didactic. Insa, 
in a doua jumatate a secolului al XEX-lea aceasta incepe sa infloreasca. 

Graham Greene, scriitor, critic literar §i eseist anglez, indica functiiile speciale ale literaturii 
pentru copii, spunand urmatorele: „Poate doar in copilarie cartile au o influenta cu adevarat 
profunda asupra vietii noastre. In anii urmatori le admiram, bencficiem de distractiile pe care 
ni le ofera, pe baza lor putem modi lica ideile noastre, dar cautam in ele mai degreaba o afirmatie 
a ceea ce a ramas in mintea noastra.” 1 {Moje fascynacje / Collected essays, 1973, p. 7) 


2. Scurt istoric al literaturii pentru copii in Polonia 


1 G. Greene, Moje fascynacje, Editura Instytut Wydawniczy PAX, Var§ovia, 1973, p. 7. 
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In Polonia, literatura pentru copii a aparut destul de tarziu, abia in perioada 
Ilumunismului §i a fost precedata de mi§carea iluminista in Europa (enciclopedistii francezi, 
pedagogia lui Jean Jacques Rousseau), precum si de noi refonne educationale legate de 
mfiintarca Comisiei Educatiei Nationale, in 1773, §i a Societatii pentru Card Elementare, in 
1792. Un rol foarte important in dezvoltarea gandirii educationale prin intermediul literaturii 1- 
a avut in a doua jumatate a secolului al XVIII-lea, Stanislaw Konarski, pedagog, reformator 
educational, scriitor §i preot, care a reformat invatamanul din acea perioada si a pus bazele unei 
§tiinte noi. 

Grzegorz Leszczynski, istoric literar, cercetator §i critic al literaturii pentru copii si tineret, in 
Dictionarul literaturii pentru copii p tineret delineate literatura pentru copii ca „intregul 
operelor literare scrise in mod intentionat pentru cititorul tanar.” 2 ( Literatura dla dzieci i 
mlodziezy /Literatura pentru copii p tineret [in:] Slownik literatury dziecigcej i mlodziezowej 
/ Dictionarul literaturii pentru copii p tineret, 2002, p. 223). La randul sau, Jerzy Cieslikowski 3 , 
unul dintre cei mai importanti cercetatori polonezi ai literaturii pentru copii si autorul conceptiei 
„literaturii a patra”, cum nume§te el literatura pentru copii, in articolul Przedmiot, sposoby 
istnienia i metody badania literatury dla dzieci ( Subiect, modalitati de existenta p metode de 
cercetare a literaturii pentru copii ) indica faptul ca „Didacticismul - in formula larga §i 
deschisa in care este inclusa si functia estetica - a fost si este o categorie de baza si imanenta a 
literaturii pentru copii.” 4 De asemenea, Cieslikowski abordeaza intr-un mod interesant 
conceptia literalitatii in textele care se adreseaza copiilor, spunand: 

„Literalitatea textelorpentru copii esteproteica 5 :poate fi cuvant, sunet, imagine, gest-fiecare 
din parte p toate odata. O opera pentru copii este o creatie sincretica sau este o constructie 
deschisa catre sincretism p simultaneitate. Acest lucru confera cercetdtorului literaturii pentru 
copii posibilitatea sa treaca dincolo de competentele filologice p de zona traditionala de a 
intelege literatura. Forma literaturii, in general, p mai ales a literaturii pentru copii, este o 
forma larga, cu multiple elemente. 6 ” (W strong pajdologii. Propozycje metodologiczne do 
badah nad literackq tworczosciq dla dzieci / Catre paidologie. Propuneri metodologice pentru 
studiul asupra operei literare pentru copii, 1985, p. 233). 

Literatura poloneza pentru copii s-a nascut pe baza literaturii din epoca secolului al XVIII-lea, 
in perioada regeleui Stanislaw August Poniatowski, cand a inflorit scrisul in Polonia §i au 
inceput sa se publice poezii, lucrari §tiintifice, ziaristica. Literatura din aceasta perioada 
accentua importanta educatiei nationale a generatiei tinere. Aceste tendinte au fost foarte 
vizibile mai ales in basme, satire si texte cu caracter parenetic (de ex. Pan Podstoli / Domnul 
Podstoli §i Mikolaja Doswiadczyhskiego Przvpadki /Aventurile lui Mikolaj Doswiadczyhski de 
Ignacy Krasicki). Marile valori educationale le-a avut §i comedia lui Julian Ursyn Niemcewicz 
intitulata Powrot posla (Intoarcerea deputatului). De asemenea, literatura pentru copii a fost 


2 G. Leszczynski, Literatura dla dzieci i mlodziezy [in:] Slownik literatury dziecigcej i mlodziezowej , red. B. Tylicka, G. 
Leszczynski, Editura Zaki^d Narodowy im. Ossolinskich, Wroclaw, 2002, p. 223. 

3 Jerzy Cieslikowski (1916-1977) - istoric literar, profesor la Universitatea din Wroclaw. Eminent cunoscator al literaturii §i 
folclorului pentru copii, creator al unor baze moderne §i §tiintifice ale metodologiei cercetarii acestui domeniu. Printre 
principalele publicatii ale lui se numara: Wiersze Marii Konopnickiej dla dzieci, Literatura ipodkultura dziecigca, Literatura 
osobna. A elaborat §i Antologia literaturii pentru copii (1980). 

4 J. Cieslikowski, Przedmiot, sposob istnienia i metody badania literatury dla dzieci, „Prace Literackie XXI”, Wroclaw, 

1981, pp. 3-34. 

5 Proteu - in mitologia greaca, divinitate marina de origine egipteana. Inzestrat de Poseidon, tatal sau, cu darul profetiei si 
capacitatea de a lua mereu alte infatisari, de care se folosea atunci cand voia sa se sustraga intrebarilor puse de muritori. 
Locuia in insula Pharos din Egipt. Simbol al prefacerii neincetate a materiei. 

6 J. Cieslikowski, W strong pajdologii. Propozycje metodologiczne do badan nad literackq tworczosciq dla dzieci [in:] 
Literatura osobna, Editura Nasza Ksi^gamia,Var 50 via, 1985, p. 233. 
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influentata de traducerile beletristicii cu caracter moralizator, mai ales a celei franceze (de ex. 
de Jeanne-Marie Leprince de Beaumont sau Stefanie Felicite de Genlis). 

Printre primii scriitori polonezi de literatura pentru copii se numara Klementyna z Tanskich 
Hoffmanowa 7 si Stanislaw Jachowicz. 8 Cei doi au avut un rol foarte important in promovarea 
§i dezvoltarea literaturii pentru copii in Polonia, deoarece au atras atentia asupra nevoilor 
literare ale copiilor §i tinerilor, au redactat primele periodice pentru cei mici si au lansat poetica 
textului consacrat copiilor. In operele lor se pot observa evidentele tendinte pedagogice. Cartea 
lui Hoffmanowa, intitulata Wiqzanie Helenki, cuprinde mai multe texte cu structura de dialog, 
plina de formulari cu caracter moralizator. Cartea a fost foarte populara in secolul al XlX-lea §i 
chiar tradusa in limbile franceza §i germana. De altfel, la baza crearii beletristicii pentru tinerii 
cititori se afla scrierile semnate de Hoffmanowa. Opera ei a devenit multi ani un model pentru 
scriitoarele Paulina Krakowowa, Walentyna Trojanowska, Seweryna Pruszakowska. 

Stanislaw Jachowicz a initiat in Polonia povestea in versuri. Una dintre cele mai bune si 
reprezentative povcsti ale lui, care a intrat in canonul §colar este Chorv Kotek / Motanelul 
bolnav unde putem observa atitudinea moralizatoare a autorului fata de copilul destinatar al 
textului. 


Domnul motanel era bolnav si statea in patut, 

§i-a venit domnul doctor: "Ce mai faci, motanelule!" 

- "Foarte rau ..." - si-a intins labuta spre el. 

I-a luat domnul doctor pulsul celui grav bolnav, 

Si ii canta minundtii: - "S-a mancatprea mult, 

Ce e mai rau, nu soared ci sunci si grasimi; 
Foarte rau ...febra! foarte rau, motanelule! 

Oh! Vei sta mult timp in pat, 

Nu vei manca nimic, orez §i atat: 

Doamne fereste de carnati, slenina sau prajituri! " 

- ”§i un §oarece nu pot? - Intreaba motanel- 
Sau din pasarea mica doar cateva pulpite? " 

- "Doamne fereste! Lipitori si dieta stricta! 

Asta este secretul vindecarii. " 

§i a stat in pat motanelul; carnati si caltabofi 
neatinfi, ii miroseau Roared de departe. 

Uita(i ce rea e lacomia! Motanelul a exagerat; 

§i a trebuit saracu sd primeasca o pedeapsa grea 
A§a se poate intampla §i cu voi copii mici; 
Dumnezeu sd vafereasca de lacomie! 9 


Prin comparajie, putem cita, din literatura romana, un text cu un personaj asemanator, din 
aceeasi lume animaliera apropiata oricarui copii, si anume Tano de Elena Farago. 


7 Klementyna z Tanskich Hoffmanowa (1798-1845) - scriitoare, traducatoare, redactor, activista culturala in tara §i in 
strainatate. In anii 1824-1828 a redactat lunaral „Rozrywki dla dzieci / Atractii pentru copii.” 

8 Stanislaw Jachowicz (1976-1857) - autor de literatura pentru copii §i tineret, a studiat la Universitatea din Liov, co- 
fondator al Societatii pentru Tinerii care se perfectioneaza in Literatura Nationals. 

9 Traducere §i adaptare de Magdalena Filary. 
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Tanu i-un motcin cuminte, 

§i-i atat de curat, 

C-are voie sa se culce 

Chiar cu pernele din pat. 

I lean (a il iube.de 
§i se joaca mult cu el, 
Astazi insa-i suparata, 

Nu l-a mangaiat de fell... 

"Miaul"... o-mbie din fereastra, 
Darfetifa sta pe loc: 

- Tad, mai Tanule, ca mie 
Nu-mi mai vine sa ma jocl... 

- Ce-aipa(it?... 

- Nimic, dar mama 
Aya aspru m-a certat! 

- I-ai grey it ceva? 

- De unde!... 

Pentru ca nu m-am spalatl... 

- §tii,feti{a mea cuminte, 
Iarta-ma ca-(i spun, dar eu, 

Pentru asta, te-ay §i bate 
Dac-aifi copilul meu 


Istoria prezentata in ambele poezii este simpla §i pe intelesul unui copil. in textul polonez 
autorul se folose§te de opozitie alegorica mtre un motan mic §i bolnav care a mancat prea mult 
§i un motan mare-doctor care li pune diagnosticul si li prescrie o dieta micului pacient. Alegoria 
care apare in aceste poezii ii permite copilului sa se identifice u§or cu eroul lumii prezentate, 
iar la final il a§tepata o morala. 

in a doua jumatate a secolului al XVIII-lea, literatura pentru copii a inceput sa se dezvolte 
intens. Autorii textelor au fost, in mare parte, profesori, de ex. Paulina Krakowowa, Julia 
Wojkowska, Teresa Jadwiga Papi, care scriau mai ales proza. in aceasta perioada au dominat 
doua curente ale literaturii pentru copii: proza istorica §i proza cu caracter social si de moravuri. 
Spre sfar§itul secolului al XVIII-lea au aparut opere in versuri cu limbaj simplu §i clar si cu 
elemente de folclor care se potriveau pentru copii. Autorii unor astfel de texte au fost, printre 
altii, Franciszek Dionizy Kniaznin si Franciszek Karpinski. 

Un rol de cotitura in literatura polona pentru copii 1-au avut doua texte, si anume Basn o 
krasnoludkach i sierotce Mary si (Piticii §i Marysia orfana) de Maria Konopnicka (1896) §i 
romanul Wpustyni i w puszczy (Prin pustiu yi jungla) de Henryk Sienkiewicz (1911). Ace§tia 
au rapt cu ideea didacticismului §i au introdus in operele lor si alte categorii literare, precum 
fantasticul, aventura, eroul de aceea§i varsta. Literatura a avut un caracter apelativ, axat pe 
educatia societatii in spiritul ideilor noi. Trebuie mentionat §i faptul ca Maria Konopnicka a fost 
una dintre precursoarele poeziei adresata copiilor §i prima care a revendicat dreptul copilului la 
lirica, sublinind indeosebi sloganul „arta pentru arta”, §i explicand ca didacticismul nu este 
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capabil sa satisfaca sentimentele §i trairile unui copil. Konopnicka a vrut sa imbogateasca 
literatura pentru copii cu elemente de lirica care sa modeleze simtul estetic. 

Krystyna Kuliczkowska 10 , o eminenta cunoscatoare a literaturii pentru copii si tineret, a 
contribuit la dezvoltarea acesteia, introducand in articolul O wspolczesnej literaturze dla dzieci 
(.Despre literatura contemporana pentru copii ) expresia „de la didacticism la artistic” prin care 
a atras atentia asupra faptului cum se creeaza intr-un text relatia intre didacticism §i artistic. De 
asemenea, Kuliczkowska a fost adepta egalitatii intre literatura pentru copii §i cea generala, in 
sensul includierii literaturii pentru copii pe aceeasi treapta axiologica cu literatura adresata 
adultilor. 

In perioada interbelica a avut loc urmatorul val de dezvoltare a literaturii pentru copii ca rezultat 
al progresului in domeniul pedagogiei §i psihologiei, care privea copilul din cu totul alt punct 
de vedere decat pana acum, ceea ce a dus §i la schimbarea caracterului acestei literaturi. Dupa 
cum spune si Ryszard Waksmund * 11 : „dezvoltarea istorica a literaturii pentru copii consta in 
evolutia treptata de la literatura pentru copii - instrumentala pana la cea ludica.” 12 Cu timpul, 
literatura contemporana pentru copii, atat in Polonia, cat si in alte tari a capatat un caracter de 
literatura universal, fara sa indice un cititor-destinatar anume. 

Odata cu schimbarile relevante in curente pedagogice, au aparut §i tendinte noi in literatura 
pentru copii. Cea mai importanta schimbare a fost transformarea modelului de roman tendentios 
§i apoi prabusirca acestuia. La fel de importanta a fost schimbarea personajului de copii. 
Tematica copilului a devenit foarte la moda, au inceput sa apara multe studii legate de acest 
subiect. Eroul copii §i-a schimbat statutul social. 

Czeslaw Hernas, istoric al literaturii si folclorist, a impartit literatura in trei tipuri: literatura 
nationals, literatura populara (folclorica), literatura de consum. Iar la acesta a adaugat si 
„literatura a patra”, §i anume literatura pentru copii. 

In perioada Pozitivismului au inceput sa apara scurte novele despre natura cu elemente 
fantastice cu caracter de basme. Printre autoarele acestui gen de beletristica se numara Maria 
Julia Zaleska ( Wieczory czwartkowe / Seri de joi, Wieczory zamkowe / Seri de castel, Przygody 
mlodego przyrodnika w Tatrach / Aventurile unui naturalist tanar in muntii Tatra) si Zofia 
Urbanowska ( Atlanta, czy przygody mlodego chlopca na wyspie bezludnej / Atlanta, adica 
aventurile unui baiat tanar pe o insula nelocuita, Gucio zaczarowany / Gucio fermecat). 

La sfar§itul secolului al XlX-lea, §i in Polonia literatura pentru copii s-a aflat sub 
influenta scriitorului francez Jules Veme. Datorita romanului 20.000 de leghe sub mari s-a 
nascut un nou tip de roman science fiction. In Polonia, in acest spirit incep sa scrie romane 
pentru tineret Wladyslawa Uminska ( Balonem do bieguna/Cu balonul la pol, Na drugqplanete 
/ Pe cealalta plan eta) §i Erazm Majewski ( Doktor Mucholapski / Doctorul Mucholapski, 
Profesor Przedpotopowicz / Profesorul Przedpotopowicz). In cartile lor putem gasi elemente 
fantastice si o actiune interesanta care se desfasoara in natura. 

In secolul al XX-lea literatura pentru copii a devenit deja un subiect larg abordat. Printre 
cei mai cunoscuti autori din acea perioada se numara: Maria Dabrowska, Zofia Nalkowska, 
Kazimiera Illakowiczowna, Julian Tuwim, Janusz Korczak, Janina Porazinska, Jan Brzechwa. 


10 Krystyna Kuliczkowska (1912-1986) - istoric §i critic literar, profesor la Universitatea din Var§ovia. A fost autoare a 
numeroase studii critice despre literatura pentru copii §i tineret. A publicat, printre altele, Wielcy pisarze dzieciom, Dawne i 
wspolczesneproblem}’ prozy dla dzieci, W swiecie prozy dla dzieci. A fost §i co-autoare a doua dictionare: Dictionar mic al 
literaturii pentru copii $i tineret, Noul dicfionar al literaturii pentru copii }i tineret. 

11 Ryszard Waksmund (n. 1950) - istoric §i teoretic al literaturii pentru copii §i tineret. Profesor la Universitatea din 
Wroclaw §i autor al numeroase articole §i carti, printre care Literatura pokoju dziecinnego, Od literatury dla dzieci do 
literatury dziecigcej. A elaborat §i cateva antologii, printre care, Literatura ipodkultura dla dzieci i mlodziezy, impreuna cu J. 
Cieslikowski, Poezja dla dzieci, Ostatni smok. 

12 R. Waksmund, Wartosci literatury dla dzieci i mlodziezy w okresie ksztaltowania sig modelu [in:] Wartosci w swiecie 
dziecka i sztuki dla dziecka, red. M. Tyszkowa, B. Zurakowska, Editura PWN, Var§ovia, 1984. 
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3. Concluzii 


Parcurgand etapele literaturii pentru copii in Polonia, putem observa ca pe parcursul anilor s- 
au schimbat tcndintcle si se pot distinge cateva curente si modele dominante in fiecare perioada. 
Cel mai vechi model este cel educativ, din anii 60’ ai secolului al XX-lea, reprezentat de opera 
lui Czeslaw Janczarski. Modelul care a avut in anii urmatori multi continuatori este cel liric, 
reprezentat de Maria Konopnicka. Literatura a fost influentata si de de situatia politica din 
Polonia. De exemplu, in perioada interbelica a dominat curent patriotic care avea sa trezeasca 
in cei mici sentimentul luptei pentru independent patriei. Dupa eliberarea Poloniei au inceput 
sa apara textele in cinstea celor care au luptat pentru independent, ale caror eroii au fost Jozef 
Pilsudski, Ignacy Moscicki, Edward Rydz-Smigly. incepe sa apara literatura faptului, pove§ti 
pentru copii scrise din perspectiva unui barbat (literatura paternala), “rescrierea”motivelor din 
basme. 

Schimbarile le putem observa §i la poezie. Inainte de 1989 poezia a avut caracter folcloristic, 
reprezentata de textele lui Teofil Lenartowicz, insa dupa ’89 poezia incepe sa se schimbe, avand 
in primul rand un rol lingvistic - poezia lingvistica - denumirea creata de Janusz Slawinski 
pentru una dintre orientarile in poezia poloneza din secolul al XX-lea, reprezentata de poeti 
precum Miron Bialoszewski, Zbigniew Bienkowski, Stanislaw Baranczak. 


BIBLIOGRAPHY 

Adamczykowa, Zofia, Literatura dziecigca. Funkcje-kategorie-gatunki, Varsovia 2004. 
Cieslikowski, Jerzy, Przedmiot, sposoby istnienia i metody badania literatury dla dzieci, 
Editura University din Szczecin, Szczecin, 1989. 

Cieslikowski, Jerzy, Wstrong pajdologii. Propozycje metodologiczne do badari nad literackq 
tworczosciq dla dzieci [in:] Literatura osobna, Editura Nasza Ksicgarnia, Varsovia, 1985, pp. 
231-230. 

Greene, Graham, Moje fascynacje, Instytut Wydawniczy PAX, Varsovia, 1973. 

Hazard, Paul, Criza conytiintei europene (1680-1715), Editura Univers, Bucurcsti, 1973. 
Kuliczkowska, Krystyna, O wspolczesnej literaturze dla dzieci, „Odrodzenie”, 1945. 
Paclawski, Jan; Kqtny, Marek, Literatura dla dzieci i mlodziezy, Editura Wszechnica 
Swi^tokrzyska, Kielce, 1995. 

Tylicka, Barbara; Leszczynski, Grzegorz, Slownik literatury dziecigcej i mlodziezowej, 
Editura Ossolineum, Wroclaw, 2002. 

Waksmund, Ryszard, Wartosci literatury dla dzieci i mlodziezy w okresie ksztaltowania sig 
modelu [in:] Wartosci w swiecie dziecka isztuki dla dziecka, red. M. Tyszkowa, B. Zurakowska, 
Editura PWN, Var§ovia, 1984. 

Waksmund, Ryszard, Od literatury dla dzieci do literatury dziecigcej (ternaty-gatunki- 
konteksty), Editura University din Wroclaw, Wroclaw, 2000. 

Zabawa, Krystyna, Rozpoczgta opowiesc. Polska literatura po 1989 roku wobec kultury 
wspolczesnej, Editura WAM, Cracovia, 2013. 


390 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


ELEMENTS AND ASPECTS OF OBSESSION IN THE NOVEL OF LIVIU 

REBREANU 


Adelina Lascu (Beldugan ) 
Phd Student, University ofPitesti 


Abstract: The appearance of the writer Liviu Rebreanu in the Romanian prose changed radically the 
conception of the novel. The year 1920 a particulary important role in Romanian literature, being the 
publication year of his epic masterpiece, Ion. The objectivity and the organic aspect that give the novel 
the impression of reality. Moreover, as the author himself assures us that most of the characters from 
his novel were real. The author himself confessed that art means creation of real people and real life. 
Starting from the major element, the earth worshiped and loved by Ion and culminating with his love 
for Florica, in the novel the characters develop obsessions regarding death, poverty, oppression of the 
intellectuals by the Austro-Hungarian domination etc. The causes of these men tal disordes are multiple, 
starting from the lack of land, desire for enrichment, inferiority complex in front of the village leaders, 
dissappointment in love, feelings of worthlessness, debts, the refuse to speak any other language than 
Romanian, etc. 

Apostol Bologa, from his following novel, The Forest of the Hanged (1922) is the embodiment of Emil 
Rebreanu’s tragedy. A grim picture of the lifeless bodies of Czesh soldiers were hanging from tree 
branches in a forest near Italy in conjunction with the news of killing his brother by the same method 
gave rise to the psychological work of the invoice. Here, the main element that obsesses the Romanian 
officer is his incapacity to turn into his the enemy of his own brothers, preferring death than switching 
on to the Romanian front. Also, the fear of death becomes slowly an obsessive element. When he 
understands that this is imminent the unrest deepens, but he remains steadfast in his decision to not 
betray the nation. 

Starting from the subjectof the short story The Madman, Rebreanu gives shape to Ciuleandra a 
character dominated by obsessions, bringing to the fore a psychiatric issue, the focus shifting now to 
analyze the hidden mysteries of the subconscious. Not being able to explain the reason that led to the 
murder of his beloved and innocen t wife, Puiu Faranga is admitted to a mental hospital to the request 
of his father, a former minister of justice. Central obsessive elements that encroach on the perfectly 
healthy man’s mind in the moment of his reckless crime are the misunderstanding for which he finds 
more excuses, none of which convincing. In addition, the inability to remember the steps of the dance 
„ Ciuleandra ” make him lose his minde. 

In The Uprising (1932) the obsessions of the peasants oppressed by landowners and leaseholders 
revolve around the earth, namely the lack of this element which represents the main source of livelihood. 
The desire to be masters of the lands that they were working for the welfare of others becomes haunting 
for the peasants, who pushed by they all share the shortages that the peasantry have to endure, while 
landowners profit from their work, satisfyng various whims in the capital city or abroad, away from the 
smell of the sweat of the peasants working in thefiels. 

Keywords: obsession, death, element, analyze, objectivity; 


’’Panicele intime, inhibijiile gandirii, fixarea asupra unei imagini unice, tot ce scapa 
controlului inteligenjei, intreaga vial,a obscura a subconsticntului ocupaun mare loc in romanele 
lui Rebreanu”. (Vianu, 1977:317). Astfel, obsesia lui Ion, tanar ambitios, hamic, ”mai destept 
decat toti flacaii din Pripas” (Rebreanu, 1977:33), dar sarac si batjocorit de fruntasii satului era 
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sa aiba si el pamant. Complexul de inferioritate, generator al obsesiei, pusese stapanire pe flacau 
Hind acutizat la fiecare intalnire cu Vasile Baciu ”Mie-mi trebuie ginere cumsecade, nu 
fleandura...” (Rebreanu, 1977:25). Cu toate acestea, Ion nu se da inapoi de la nimic pentru a-si 
vedea visul implinit. Iubea cea mai frumoasa fata din sat, insa, cel putin in prima parte a cartii 
patima pentru pamant este devoratoare. ”Fara pamant, un om insemna, si acolo, nimic, din nici 
un punct de vedere, indiferent de calitatile sale. Or, Ion nu accepta sa fie un nimic” (Georgescu, 
1967: X). In asemenea conditii, tanarul ambitios vede ca singura oportunitate de a intra in randul 
celor respectati dobandirea loturilor pe care le detinea Vasile Baciu si el un Ion care insa si-a 
iubit apoi nevasta aducatoare de zestre. Ana nu are acelasi noroc, fund o victima iubirii. Viata 
ei intreaga a fost un sir de suferinte, insa durerea suprema o simte in momentul in care Ion apare 
in viata ei. Incet dar sigur, o conduce in bratele mortii, care devenise o obsesie imediat ce-si da 
seama ca nu reprezinta altceva decat o simpla marioneta de care Glanetasul avea nevoie pentru 
a intra in posesia pamantului. 

In sufletul lui Ion se duce o adevarata lupta. Isi doreste cu ardoare pamant insa intelege 
ca pentru asta trebuie sa-si mutileze inima si sa profite de Ana cea urata. Are si momente de 
slabiciune cand isi doreste sa renunte si sa piece in lume cu Florica, fata frumoasa dar la fel de 
saraca, insa ’’glasul pamantului patrundea navalnic in sufletul flacaului, ca o chemare, 
coplesindu-1”. (Rebreanu, 1977:47). 

Dupa ce o lasa insarcinata pe Ana, Ion bate in retrage si ca un viitor ’’bocotan”, il asteapta 
pe Vasile Baciu sa vina sa se umileasca in fata lui, sa-i ia fata de nevasta, intrucat rolurile s-au 
inversat. De pe urma orgoliului sau, de suferit are biata fata care ”se jigari ca o scoaba de atatea 
batai, incat abia se mai tinea pe picioare. Numai pantecele ii crestea zi cu zi.” (Rebreanu, 
1977:187). In cele din urma, cei doi ajung la o intelegere nu fara amenintari si scandal, dar 
nunta se face si Ion intra in posesia loturilor lui Baciu, trecute acum pe numele Anei. Chiar la 
petrecere obsesia iubirii pentru Florica revine si Ana constientizeaza ca necazurile ei vor fi si 
mai multe. Este nevoita sa-i cedeze locul, in hora, langa Ion, pentru ca Florica este ’’drusca 
intai” din cauza sarcinii avansate a miresei. Se impaca singur cu gandul ca patima pentru pamant 
este mai arzatoare decat cea pentru Florica, cel putin in acele momente: ”Si sa raman tot 
calic...pentru o muiere!...Apoi sa nu ma trazneasca Dumnezeu din senin?”(Rebreanu, 
1977:236). 

Cand Vasile Baciu cedeaza presiunilor de a-i trece pe numele generelui o parte 
considerabila din avere, Ion este cuprins de euforie. Pamantul este personificat, devenind ”o 
fata frumoasa care si-ar fi lepadat camasa aratandu-si corpul gol, ispititor” (Rebreanu, 
1977:236). De altfel, scenele erotice abunda in romanele lui Rebreanu. Nu exista o mare 
diferenta intre momentele de maxima sexualitate pe care Petre Petre le traieste alaturi de Nadina 
si momentul comuniunii cu pamantul, pe care acum Ion era stapan suprem. ’’Sangele lui Ion 
intra in ebulitie, cu adevarat, doar la atingerea pamantului” (Balota, 1969:23). Primului ’’sangele 
ii ficrbca in vine”, pofta ardea ca o valvataie”, ”gura taranului ajunse sa se scufunde intre sanii 
ei mici”, ’’calauzit numai de lacomia instinctului”,(Rebreanu, 1981:302) la vederea trupului gol 
al Nadinei in timp ce Ion tresalta si este cuprins de o ” pofta salbateca sa imbratiseze huma”, 
”sa o crampoteasca in sarutari” ”isi coboara fruntea si-si lipi buzele cu voluptate de pamantul 
ud”. (Rebreanu, 1977:336) 

Odata obiectivul atins, in Ion urla ’’glasul iubirii”, numai ca aceasta obsesie pentru 
Florica il trimite in fundul pamantului. Desi sotie a lui George, fost pretendent al Anei si 
exponent al clasei ’’botocanilor”, raspunde, cu sliala, avansurilor flacaului. Rafuiala inceputa la 
carciuma se termina acum cu trei lovituri de sapa (obiect cu care se lucreaza pamantul), una 
dintre ele fiindu-i fatala. Ametit de aburii alcoolului, pe intuneric si luat pe nepregatite, Ion nu 
se poate apara, repetand obsesiv un ”-Sst...ssst...ssst...” care-i iesea involuntar din gura, din ce 
in ce mai slab, constientizand, abia atunci ca eforturile sale de a avea pamant au fost in zadar. 
Iubirea pentru Florica il umanizeaza pe Ion pentru ca altfel ”ar deveni un personaj unilateral, 
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satanic, un monstru. Aproape ca avem convingerea ca odiseea obtinerii pamantului este un fapt 
trecator, permanenta fiind statomicia sentimentelor fata de Florica, fata frumoasa, dar saraca.” 
(Marcea, 1965:6). 

Moartea, in special cea prin strangulare, este o tenia frecvent intalnita la Rebreanu. In 
Ion, obsesia mortii o acapareaza pe Ana si o vede ca ultima solutie a suferintelor sale. Sfarsitul 
carciumarului Avrum si a oropsitului Dumitru Moarcas il anticipeaza pe cel al Anei. De altfel, 
statutul sau de femeie care nu reprezinta decat ”doua brate de lucru, o zestre si o producatoare 
de copii”, (Calinescu, 1941:648), ii adancesc obsesia. Inainte de nasterea copilului, Anei i se 
strecoara in minte ’’gandul mortii” ca o ’’scapare fericita”. Autorii moralinu erau interesati de 
soarta bietei femei despre care ”prin sat se soptea ca s-a smintit la minte...iar unii mai milosi 
ocarau pe Ion si pe Vasile c-au batut-o pana s-a smintit. ( Rebreanu, 1977:351). Cand 
colportoarea satului, Savista, ii spune ca Ion o doreste pe Florica, Ana se sinucide sub privirile 
nepasatoare ale animaleor din grajd. 

Si protagonistul Padurii spanzuratilor, Apostol Bologa vede in moarte sfarsitul 
tribulatiilor la care il supune constiinta. Romanul ’’este construit in intregime pe schema unei 
obsesii, dirijand destinul eroului din adancimile subconstientului”. (Vianu, 1977:327). Ofiterul 
roman simte acut fiorul mortii inca de la inceputul romanului cand asista la executia, stangaci 
pregatita, a cehului Svoboda, acuzat ca ar fi dezertat, tradand astfel interesele armatei. Privirea 
resemnata si plina de mandrie a condamnatului il urmareste pe Bologa. Elementul central al 
obsesiei lui Bologa porneste de la educatia primita in familie, tatal sau amintindu-i ca 
strabunicul i-a fost tras pe roata la Alba-Iulia si ”ca barbat, sa-ti faci datoria si sa nu uiti 
niciodata ca esti roman!...’’(Rebreanu, 1976:55). In momentul in care apar zvonuri ca armata 
va trece pe frontul romanesc, Apostol indrazneste sa ceara generalui Karg sa-i permita sa 
ramana pe loc, insa nu reuseste decat sa-i starneasca furia si sa-1 trimita degraba sa lupte 
impotriva fratilor sai. De aici porneste drama protagonistului care, impovarat de remuscari inca 
din momentul condamnarii cehului Svoboda, este dominat de obsesii refulate. Acestea ies la 
suprafata mai ales cand este pus sa participe la executarea unor tarani romani, acuzati de spionaj, 
moment hotarator in decizia de a dezerta. Intrand in posesia unor harti ale imprejurimilor, 
Bologa este de neoprit. Nici macar sentimentele pentru Ilona, tanara unguroiaca de care se 
indragostise, impotriva vointei lui, nu 1-au putut intoarce din drum si nici „crengile joase care 
se agatau de hainele lui Apostol ca niste maini care ar vrea sa-1 opreasca” (Rebreanu, 1976:304). 
Il opreste insa categoricul locotenent Varga care nu ezita sa-1 predea superiorilor. Ca o ironie a 
sortii, Bologa trebuia sa faca parte, in aceea zi, din plutonul de executie al unor dezertori, insa 
acum nu-i mai ramane decat sa se intrebe retoric: ”Oare cine ma va inlocui azi?”( Revreanu, 
1976:145). Moartea vine ca o binecuvantare pentru ofiter, mintea lui chinuita de obsesii se 
elibereaza, gasindu-si linistea. 

Roman care are in centru ’’arabescurile capricioase ale obsesiei ce-i acopar, cu limbile 
ei de foe, constiinta fara axa stabila” (Constantinescu: 1928: 119), Ciuleandraprczlnia obsesia 
maniacala a unui tanar, Puia Faranga, care isi ucide sotia. Gestul ramane invaluit in mister, 
intrucat motivul real nu este cunoscut nici macar autorului crimei care este intemat intr-un spital 
de boli psihice unde ar fi trebuit sa mimeze nebunia. Aici, obsesia se acutizeaza, constiinta lui 
Faranga se trezeste incercand sa gaseasca explicatii. Una consta in invocarea unui instinct 
criminal,dar este abandonata in favoarea altora. Un aspect important al obsesiei il reprezinta 
visul de natura erotica, in care Madeleine ii apare ca un trofeu de neatins. Decorul in care se 
petrece crima, pare mai degraba special pregatit pentru o intalnire erotica in care doar obsesivul 
”- Taci!...Taci!...” tradeaza intentiile protagonistilor. Sexualitatea si moartea brutala apar 
frecvent in romanele lui Rebreanu. 

Fatalitatea face ca medic sa-i fie chiar fostul pretendent al Madalinei, (devenita 
Madeleine dupa casatorie) , doctorul Ursu care accentueaza starile de incertitudine ale 
pacientului ducandu-1 spre dementa. Aspectul hotarator al obsesiei apare in capitolul al XIII- 
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lea, (conform traditiei populare simbolizeaza ghinionul, ceasul rau; 13 capitole are si romanul 
Ion), cand gandurile refulate ies la suprafata amintindu-i parca din senin de Ciuleandra, joc in 
care s-a prins alaturi de Madalina, sub privirile tanarului Ursu, in momentul primei intalniri. 
Imposibilitatea de a rememora pasii jocului il fac sa-si piarda mintile definitiv. 

Rascoala aduce in prim plan ’’chestia taraneasca”. Taranii, boierii si pamantul apartin 
aceluiasi camp semantic. Lipsa celui din urma aduce la suprafata nucleul romanului aparut in 
1932, care apare ca o continuare a lui Ion. ”In Ion e definit un taran, in Rascoala taranimea. In 
Ion avem un caracter, in Rascoala- numai exponenti” (Pirn, 1970:XXXIV). Asadar,Serafim 
Mogos, Marin Stan, Toader Strambu, Melentie Heruvimu, Nicolae Dragos,Ignat Cercel, Leonte 
Orbisor, Trifon Guju, Luca Talaba, Lupu Chiritoiu, Matei Dulmanu sunt taranii din sudul 
judetului Arges care au in comun saracia lucie in care-si due zilele asupriti de arendasi si boieri. 
Lor li se alatura Petre Petre ’’singurul (aran cu soarta individuals distincta, studiat nu numai ca 
parte a intregului, ci §i in sine §i pentru sine” (Ianosi, 1963: 398). Asadar, elementul obsesiv 
aici este acelasi pentru toti: dorinta de a avea pamant ca sa nu moara de foame si nu pentru a 
dobandi vreun statut social asa cum se intampla in Ion. Zvonul ca o mosie s-ar vinde, cea a 
Nadinei care-i dispretuia pe tarani, le alimenteaza obsesia cu atat mai mult cu cat nu erau 
singurii cumparatori. Miron Iuga, boierul de temut, stapan peste mosiile Ruginoasa, Amara si 
Barlogu este animat de aceeasi obsesie, insa din perspective diferite, intrucat iti doreste 
reintregirea loturilor. Astfel intra in conflict cu taranii care se temeau de el, insa pe masura ce 
lipsurile se aduna cele doua forte se ciocnesc, batranul este ucis in mod violent, rapus de acestia, 
insa nu-si pierde mandria nici macar in fata mortii. 

Elementul de legatura dintre cele doua romane obiective este Titu Herdelea ”un fel de 
Piccarro al romanului rebrenian” (Sandulescu, 1976:75) poetul pierde-vara, venit din Ardeal la 
Bucuresti, aici prieten apropiat al lui Grigore Iuga, tipul boierului pentru care pamantul nu 
reprezenta decat o sursa de existenta si care intelegea drama taranilor. 

Aspectele obsesive care in final due la declansarea rascoalei au in comun saracia si 
umilintele la care erau supusi taranii. Actiunea se precipita, episoadele se ingramadesc ca toate 
sa convearga apoi in acelasi punct. Ignat Cercel ramane fara pore, singura sursa de hrana pentru 
copii. Fiul arendasului grec, Platamonu, profita de fiica lui Chirila Paun, Melintie Heruvimu 
asista neputincios la stingerea sotiei sale slabita de foame, baiatul lui Pavel Tunsu este tras de 
urechi de soferul Nadinei, umilinta indurata de taranii care cereau pamantul Nadineila minister 
unde”sutele de fete cu aceeasi expresie pareau ale aceluiasi cap, cu aceleasi ganduri si simtiri, 
un singur si acelasi om in infinite exemplare, ca un produs in mare al unei uzine uriase” 
(Rebreanu, 1981:275). 

Taranii nu reusesc sa devina proprietari, dar speranta se reaprinde cand niste calareti, 
pare-se trimisi de voda le vestesc ca pamanturile vor fi luate boierilor si impartite lor. Dar grijile 
se inmultesc si lucrurile scapa de sub control. Totul se desfasoara acum sub semnul focului,la 
inceput molcom ca mai apoi sa se transforme intr-o uriasa vapaie asa cum reiese si din titlurile 
unor capitole. Conacele boieresti sunt rase din temelii, majoritatea boierilor fug din calea 
taranilor razvratiti, Nadina este violata de Petre Petre, ”acest rural deformat de freudism” 
(Constantinescu, 1933:12) si apoi ucisa de Toader Strambu, culminand cu uciderea lui Miron 
Iuga, care desi simtea pericolul nu si-a lasat pamantul care pentru el reprezenta viata insasi. 
Odata cu schimbarea guvemului, armata este trimisa sa inabuse pornirile primitive, alimentate 
de saracie ale obiditilor soartei. Multi pier rapusi de gloante printre care si Petre Petre, autorul 
insusi marturisea ca Grigore Iuga si Petre Petre sunt doua forte in roman, iar ciocnirea lor nu 
putea sfarsi decat tragic. 

Viata obscura a subconstientului ocupa un loc important in romanele lui Liviu Rebreanu. 
Patimile pentru dobandirea pamantului, dorintele sexuale, obsesia mortii, constiinta datoriei 
toate prezentate gradual, ca acte in plina desfasurare, sunt principalele teme abordate in vasta 
sa opera. 
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Abstract: The present study intends to emphasize the importance of the elaboration of academic degree 
and course descriptions in Romanian, their professional translation into English, as well as their 
publication on the university websites, in the context of internationalization of higher education 
institutions in Romania, in Europe and worldwide. The study case focuses on twenty-seven Romanian 
universities holding various ranking positions, according to Webometricsfin February 2016). The 
findings reveal a weak presence of the academic degree and course descriptions (study guides) in both 
languages, as well as non-professional existing translations from Romanian into English, which allowed 
a series a hypotheses and recommendations. 

Key words: academic degree / course description, study guide, Romanian universities 


Introducere 

Prezentul studiu isi propune o analiza a descrierilor cursurilor si programelor de studii 
academice romanesti pe internet, cat si o evaluare calitativa a traducerilor acestora, acolo unde 
ele au fost identificatc. Aceasta analiza la nivel national, alaturi de o scurta trecere in revista a 
situatiei la nivel european, intentioneaza sa demonstreze necesitatea elaborarii unor astfel de 
texte, a traducerii profesioniste ale acestora si a publicarii lor pe internet, mai ales in contextul 
actual al procesului de internationalizare al invatamantului superior romanesc. Importanta si 
actualitatea acestei teme, insuficient investigate chiar si pe plan international, au determinat 
tratarea sa in lucrarea de fata. 

Pobleme identificate. Limba engleza ca lingua franca in universitatile europene 

„Mobilitatea transnational;! in scopul dobandirii de noi cunostinte, aptitudini si 
competente, constituie unul dintre mijloacele fundamentale prin care tinerii isi consolideaza 
capacitatea de insertie profesionala, constientizeaza mai profund dimensiunea interculturala si 
isi promoveaza dezvoltarea personala, creativitatea, precum si cetatenia activa.” 
(Recomandarea Consiliului 2011/C 199/01, Tineretul in miscare). Desi s-au facut progrese 
notabile in acest sens in ultimii ani, recomandarea de mai sus ne arata ca exista inca multe 
obstacole si indeamna, printre altele, Statele Membre „sa asigure un acces la informatii clar, 
coerent si simplu”. Printre informatiile pe care universitatile europene si, implicit, romanesti 


1 Webometrics sau Ranking Web, o initiative a Cybermetrics Laboratory of the Consejo Superior de Investigaciones 
Cientificas (CSIC) din Spania, efectueaza bi-anual cea mai ampla ierarhie academica a peste 20.000 universitati din lume, pe 
baza prezentei lorpe internet si a impactului produs: http://www.webometrics.info/en. 
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trebuie sa le comunice, in fiecare an, tntr-o maniera logica si sistematica, se numara si 
descrierile programelor de studii academice si a cursurilor oferite. 

Potrivit literaturii de specialitate, situatia curenta in Europa scoate la iveala „un scenariu 
fragmentat” fara nicio coordonare nici macar la nivel national, in ceea ce priveste stabilirea si 
folosirea unei terminologii si a unui set de conventii comune in domeniu (Rirdance and Andrejs 
2006: 15, Bernardini et al. 2010: 27, Fernandez Costales 2012: 52, Ferraresi si Bernardini 2013: 
53, Bernardini et al. 2016: propunere proiect RACCONTA). Situatia devine si mai problematica 
atunci cand este vorba de existenta traducerilor acestora intr-o alta limba europeana (limba 
engleza, lingua franca a Europei). 

Desi analiza comparativa si accesul permanent la aceste informatii demonstreaza ca 
situatia universitatilor din alte tari europene este oarecum mai favorabila decat cea a 
universitatilor romanesti, cele mai multe recunosc ca se confrunta cu deficiente similare. Intr- 
un studiu asupra multilingvismului pe internet, Callahan si Herring (2012) arata ca limba 
engleza ca lingua franca este cel mai frecvent prezenta pe paginile web ale universitatilor 
scandinave, in timp ce in state vest europene in care se vorbesc limbi romanice, precum Franta, 
Italia si Spania, utilizarea limbii engleze pe site-urile academice este, adesea, mai putin 
incurajata. Acest lucru este confirmat si de Costales care sustine ca universitatile nu urmeaza 
linia stability de Comisia Europeana prin Obiectivul Barcelona. Conform acestui obiectiv, toti 
cetatenii europeni ar trebui sa vorbeasca doua limbi in afara de limba materna 2 (cf. Costales 
2012: 53). 

Studiul de caz descris in continuare, alaturi de ipotezele, concluziile si recomandarile 
formulate ulterior, justified necesitatea unei prezente mai vii si a unei vizibilitati mai bune a 
descrierilor programelor de studii academice romanesti pe internet, atat in limba romana, cat si 
in limba engleza, folosita ca lingua franca si in universitatile romanesti. 

Studiu de caz. Limba engleza ca lingua franca in universitatile romanesti 

Observatia si analiza paginilor web apartinand a douazeci si sapte de universitati din 
Romania (care se afla pe pozitii diferite in ierarhia realizata de Webometrics, corespunzand 
lunii februarie 2016) arata ca elaborarea in limba romana si traducerea in limba engleza a 
cursurilor si programelor de studii academice si postarea acestora pe internet pentru un acces 
facil nu au constituit, pana acum, o prioritate pentru mediul academic romanesc. Numai 
o mica parte a cursurilor oferite sunt prezentate in limba romana si un numar restrans de cursuri 
disponibile in limba engleza 3 sunt descrise intr-o maniera clara si accesibila pentru publicul 
international; majoritatea universitatilor romanesti nu ofera, insa, niciun fel de descrieri nici in 
romana, nici in engleza sau intr-o alta limba europeana. Cu atat mai putin, nicio universitate din 
Romania nu prezinta descrierea vreunui program de studii in intregime, cf. cerintelor ECTS 
Users ’ Guide 4 . 

Pentru studiul de fata, au fost selectate, in mod aleatoriu, un numar de douazeci si sapte 
de universitati romanesti, aflate pe pozitii diferite in ierarhia Webometrics, dupa cum urmeaza: 
noua universitati care ocupau locuri in topul ierarhiei (pana la locul 4.300 in lume), noua 
universitati situate pe pozitii medii (pana la locul 11.000 in lume) si noua ocupante a unor pozitii 
de la Uncle clasamentului. Universitatile au fost selectate de catre echipa proiectului 
RACCONTA (proiect depus pe linia de finantate Erasmus+ KA2 - Cooperation for Innovation 


2 Informatii despre Obiectivul Barcelona stabilit in 2012 se gasesc pe site-ul Comisiei Europene, Sectiunea Limbi straine: 
http://cc.curopa.cu/languagcs/policv/stratcgic-framcwork/indcx cn.htm (accesat in august 2016) 

3 O mentiune importanta trebuie facuta, si anume aceea ca prezentarea in limba engleza a descrierilor programelor de studii 
sau a cursurilor nu duce, in mod automat, la predarea acestora in limba engleza. De multe ori, informatia despre limba in care 
se face predarea lipseste, tragand dupa sine confuzia cu care se confrunta studentii internationali. 

4 ECTS Users’s Guide este disponibil pe site-ul Comisiei Europene, Sectiunea Educatie si Formare: 
http://ec.europa.eu/education/librarv/publications/2015/ects-users-guide en.pdf (accesat in ianuarie 2017) 
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and the Exchange of Good Practices / Strategic Partnerships for higher education) de la 
Universitatea din Bologna, Italia. Cele douazeci si sapte de universitati au diferite profiluri, 
dimensiuni, sunt universitati de stat sau private, cu o traditie academica mai indelungata sau de 
data mai recenta. 

S-a avut in vedere analiza urmatoarelor elemente, pe baza criteriilor descrise mai jos: 

> existenta descrierilor programelor de studii in limba romana (da/nu); 

> existenta descrierilor programelor de studii in limba engleza (da/nu); 

> existenta descrierilor cursurilor in limba romana (da/nu); 

> existenta descrierilor cursurilor in limba engleza (da/nu); 

> calitatea descrierilor programelor de studii si a cursurilor in limba engleza. 

Analiza si interpretarea datelor 


Existenta descrierilor programelor de studii in limba romana 



Figura nr.l Figura nr.2 



Figura nr.3 

in urma analizei efectuate, s-a constatat ca doar trei din primele noua universitati ale 
caror pagini web au fost vizitate, contin prezentari ale catorva programe de studii ( Figura nr. 1). 
Cat despre universitatile situate pe pozitiile medii, numai una din noua isi prezinta pe pagina 
web o parte din programe, informatiile fiind incomplete {Figura nr.2). Niciuna din ultimele 
noua universitati alese nu ofera descrieri ale programelor de studii in limba romana {Figura 
nr.3). 
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Existenta descrierilor programelor de studii in limba engleza 



Figura nr.4 Figura nr.5 


Webometrics rank range - low 



Figura nr.6 -no .yes 

S-a putut constata, in urma analizarii paginilor web ale universitatilor vizate, ca situatia 
prezentarii programelor de studii in limba engleza este mai ingrijoratoare. Astfel, doar doua 
din primele noua universitati, aflate in topul clasamentului, contin prezentari ale catorva 
programe de studii oferite in limba engleza ( Figura nr.4). Cat despre universitatile situate pe 
pozitiile medii, numai una din noua isi prezinta pe pagina web o parte din programe in engleza, 
informatiile fiind incomplete - situatie similara programelor in limba romana ( Figura nr.5). De 
asemenea, niciuna din ultimele noua universitati alese nu ofera descrieri ale programelor de 
studii in limba engleza ( Figura nr.6). 


Existenta descrierilor cursurilor in limba romana 



Figura nr. 7 Figura nr.8 


Webometrics rank range - low 



•NO -YES 


Figura nr.9 
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Situatia prezentarii, pe pagina web, a descrierilor cursurilor oferite in limba romana este 
doar in mica masura mai incurajatoare, prin faptul ca patru din primele noua universitati contin 
descrieri (aproape complete) ale cursurilor din oferta academica ( Figura nr.7). Dintre 
universitatile situate pe locuri medii in ierarhia mentionata, doar una pune la dispozitie descrieri 
ale cursurilor in limba romana (. Figura nr.8). Cat despre universitatile situate la finele 
clasamentului, numai una ofera cateva descrieri ale unor cursuri in limba romana ( Figura nr.9). 


Existenta descrierilor cursurilor in limba engleza 



Figura nr. 10 Figuranr.il 


Webometrics rank range - low 



■ no ■ YES 


Figura nr. 12 

Constatam ca trei dintre primele noua universitati contin descrieri ale cursurilor in limba 
engleza ( Figura nr. 10). Dintre universitatile situate pe locuri medii in ierarhia mentionata, doua 
universitati ofera varianta in limba engleza ( Figura nr. 11). Interesant aici de remarcat este 
faptul ca una din aceste doua universitati a considerat ca fiind prioritar publicul international in 
accesarea informatiilor cu privire la oferta educationala, in defavoarea studentilor romani. Cat 
despre universitatile situate la finele clasamentului, niciuna nu ofera descrieri ale unor cursuri 
in limba engleza ( Figura nr. 12). 

in ceea ce priveste calitatea descrierilor programelor de studii si a cursurilor in limba 
engleza, s-a observat ca: (1) au fost omise informatii esentiale in alcatuirea programelor de 
studii, precum: calificarea obtinuta la absolvire, rezultatele invatarii, structura programului, 
regulamentele examinarilor, profilul ocupational al absolventilor etc.; (2) universitatile fie nu 
prezinta descrierile tuturor cursurilor din oferta academica, fie o parte din ghidurile de studii 
publicate pe paginile lor de internet sunt invechite si neactualizate. (3) Cat despre dimensiunea 
critica a traducerilor (retroversiunilor) existente din limba romana in limba engleza, acestea par 
a fi, de cele mai multe ori, efectuate de traducatori nespecialisti. lata doar cateva exemple: 


Varianta in limba romana (textul sursa) 

Traducerea in limba engleza (textul tinta) 

Studii de licenta 

Graduating studies 

Orarul studentilor 

Students’ shedule 

Geografia turismului in limba franceza 

Tourism Geography in Franch language 
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Modele de predictie si interventie in 
psihologia sSnStStii 

Predition and intervention models in health 
psychology 

Programul se axeazS pe [...], probleme de 
management, [...], in comparatie cu 

The programme is focused on [...], issues 
management, [...], through their comparison 
with 

Programul rSspunde neccsitStilor de formare 
a unor profesii inalt calificate in domeniul 
analizei econimice si financiare, cerate de 
globalizarea piejelor financiare 

The program meets the need of high skilled 
specialists [...], requested by the 
globalization of financial markets 


Pe langa elementele analizate, mai multe informatii au iesit la iveala in contextul dat, 
care ne ajuta la completarea imaginii despre interesul acordat elaborarii programelor de studii 
academice romanesti pe internet si traducerea acestora. Astfel, am putut constata ca o mare 
parte din universitatile romanesti publica doar titlurile cursurilor oferite in limba romana (noua 
din douazeci si sapte de universitati vizate), o treime din totalul universitatilor vizate nu au 
pagina de internet in limba engleza, iar ultima universitate din clasament nu dispune de pagina 
web la momentul efectuarii studiului. 

Ipoteze, recomandari si concluzii 

Din datele analizate, putem afirma ca universitatile romanesti nu si-au propus inca, prin 
propriile strategii, publicarea, pe paginile lor de internet, a descrierilor programelor de studii 
academice si ale cursurilor pe care le ofera. Se remarca totusi eforturi mai degraba individual 
decat institutional, la nivelul unor departamente sau facultati, insa acestea nu raspund nici pe 
departe nevoilor si cerintelor existente. In incercarea de a evidentia importanta acestora, vom 
ilustra mai jos, pe de o parte, directiile generale in care prezentarea lor in limba romana, cat si 
a traducerilor de calitate in limba engleza ar contribui semnificativ la promovarea programelor 
universitatilor romanesti, asa cum se intampla in cazul universitatilor europene de prestigiu, iar 
pe de alta parte, efectele negative inregistrate ca urmare a absentei acestora. 

(1) Prezentarea, in limba romana, a programelor academice si a descrierilor de cursuri 
pe paginile web ale universitatilor romanesti ar veni in sprijinul candidatilor/viitorilor 
studenti pentru o orientare educationala si profesionala adecvata nevoilor si 
competentelor lor, inca din anii de liceu. Mai mult decat atat, descrierea programelor 
academice in limba romana si actualizarea lor constants ar aduce un plus de valoare institutiilor 
de invatamant superior romanesti si ar confirma principiul centrarii educatiei pe student, 
principal deziderat al procesului Bologna. 

(2) Accesul la prezentarea programelor academice ar spori angajabilitatea 
transnational^ a absolventilor din Romania. Un portofoliu bogat in activitati si rezultate pe 
durata studiilor, atat in cadrul universitatilor romanesti, cat si in universitati din strainatate, este 
considerat un avantaj important in viitoarea cariera profesionala din perspectiva angajatorilor. 

(3) Din punct de vedere al mobilitatii internationale, accesul la acest tip de informatii 
garanteaza inainte de toate deschiderea tinerilor/studentilor si a familiilor acestora catre o 
cultura a mobilitatii, atat pe linie verticals (urmarea studiilor complete intr-o universitate din 
altS tarS), cat si pe orizontalS (o mobilitate de schimb, timp de un semestru sau douS). Prin 
idcntificarea unui raport intre experienta de studiu in strSinState si un cadru de referintS national, 
care le este familiar, tinerii/studentii europeni i-ar putea aprecia valoarea in mod corect, ceea 
ce ar duce la o crestere a motivatiei lor de a alege o universitate romaneasca, si ar diminua 
posibila lor ’’tearnS de necunoscut’’. Mai multe studii despre politicile de invStSmant superior 
aratS cS pentru un proces de internationalizare reus it existenta modulelor/cursurilor si/sau a 
programelor de studii in englezS este esentialS (cf. Altbach si Knight 2007: 303). 
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(4) In ceea ce priveste calitatea traducerilor, putem afirma ca esecul in a comunica 
cored si clicicnt continutul programelor de studii unui public tinta international duce inevitabil 
la marginalizarea universitatilor si a sistemului de invatamant superior national, indiferent 
de calitatea lor intrinseca (Bemardini et al. 2016: propunere proiect RACCONTA). Modul in 
care acestea sunt percepute de catre cetatenii europeni ar putea produce efecte negative chiar si 
asupra identitatii si imaginii institutiei. 

(5) Nu in ultimul rand, existenta descrierilor programelor de studii academice in limba 
engleza pe site-urile universitatilor romanesti ar veni in sprijinul proiectelor de mobilitate 
internationala pe care acestea le desfasoara (prin alinierea unor procese necesare in 
formularea, descrierea si traducerea programelor de studii si urmarea unui ghid comun de 
instructiuni) si ar motiva personalul didactic al universitatilor sa acceseze acele mobilitati de 
schimb care sa fie definitorii pentru dezvoltarea lor profesionala prin identificarea domeniilor 
de excelenta disciplinary transnational;!. 

Consideram ca eforturile fiecarei universitati romanesti de a oferi, pe internet, informatii 
complete si de calitate atat in limba romana, cat si in limba engleza asupra ofertei educationale 
sunt esentiale in atingerea obiectivului de a-si promova diversitatea unica in Romania si de a 
face cunoscuta calitatea invatamantului superior romanesc in Europa si in lume. Prezenta pe 
internet a oricarei universitati din Romania, Europa sau din lume trebuie sa fie o oglinda a 
universitatii insasi si a calitatii activitatilor pe care le desfasoara. 
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LANDMARKS OF THE ANIME CULTURE IN ROMANIAN LITERATURE 
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PhD. Student,Bucharest University of Economic Studies 


Abstract: The anime culture, a media culture which revolves around the Japanese animation, begins to 
make its presence known in Romania, after the year '89. 

The Japanese animation, known as “anime ”, has been welcomed by the Romanian public, mainly due 
to the richness of treated themes arid motifs. 

Some of these motifs come as an exotic elemen t, of novelty, being characteristic to the Japanese culture, 
universal culture and science fiction. The other ones are familiar motifs to the Romanian public, already 
existing in the local culture. It is about the themes and motifs in the Romanian literature and folklore, 
which find their counterpart in the Japanese animation. To these themes and motifs, we shall make 
reference in the present paper. 

Keywords: culture, anime, literature, poetry, faerytale, folklore 


Cultura anime, reprezentata, initial, de animajia japoneza, denumita „anime”, a fost 
primita, mai intai in America, unde anime-urile au fost localizate in limba engleza. Limba 
engleza, fund o limba de circulate intcrnaponala, in contextul unei lumi aflate in plin proces 
de globalizare, cultura anime s-a raspandit in multe lari din lume, printre care §i Romania, unde 
s-a integrat foarte bine in mediul cultural autohton. Pentru a explica aceasta asimilare a unei 
culturi de origine japoneza in plaiurile noastre mioritice, este necesar sa analizam acest fenomen 
incepand cu perioada patrunderii culturii anime in S.U.A. Animajia japoneza a fost foarte bine 
primita in S.U.A., acest lucru datorandu-se, in mare parte, bogapei de teme si motive ale acestor 
filme §i seriale de animapc, cat si a stilului artistic propriu. 

O parte din motivele §i temele din anime-uri se regasesc in folclor, in literatura clasica 
universala, precum si in alte forme ale crcatici artistice, cum ar fi teatrul. Aceste similitudini, 
oferite privitorului in stilul artistic unic, caracteristic anime-ului, ii descopera acestuia o 
perspective noua asupra unor teme §i motive deja familiare. Alaturi de aceste motive si teme, 
anime-ul aduce motive §i teme din folclorul si istoria Japoniei, combinate cu idei §tiin|ifico- 
fantastice, toate mixate intr-un produs nou, inedit, denumit „anime”. 

Elementele noi au fost considerate de catre public ca fiind exotice, iar cele vechi au fost 
considerate un punct de plecare, o ancorafm sens metaforic) a asimilarii acestei culturi. 
Motivul acestei bogatii tematice se datoreaza schimburilor interculturale, realizate de Japonia, 
in timpul ocupapci americane. Nu voi starui asupra acestui aspect, deoarece 1-am analizat in 
lucrari distincte, publicate in reviste de specialitate. 

In momentul in care cultura anime a intrat in spapul cultural romanesc, a gasit elemente 
culturale comune, de la care a inceput asimilarea acesteia. Romanii au luat contact, neoficial, 
cu anime-urile, vizionand posturi de TV straine, in perioada anilor '80, ca, ulterior, dupa '89, 
televiziunea romana sa difuzeze o multitudine de filme §i seriale anime. Exemplul acesteia a 
fost preluat §i de posturi de televiziune aparute ulterior, ca PROTV §i Antena 1, dupa 2000 
existand chiar posturi specializate, dedicate anime-urilor( A+, Animax). 
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Audienja mare a acestor desene animate a condus la integrarea culturii anime in spatiul cultural 
carpato-danubiano-pontic al tarii noastre. 

Integrarea anime-ului in cultura romaneasca a fost facilitate de elementele culturale autohtone, 
deja existente. 

Folclorul romanesc este caracterizat printr-o bogajie de teme si motive, multe dintre 
acestea constituind surse de inspiratie pentru clasicii literaturii noastre. Multe dintre aceste teme 
§i motive sunt specifice literaturii romane§ti, altele i§i gasesc corespondent in literatura 
universala. De asemenea, multe dintre temele §i motivele existente in literatura romaneasca, de 
inspiratie folclorica §i nu numai, i§i au corespondentul in motivele si temele abordate in anime- 
uri. Spre exemplu, in opera eminesciana, in mare parte de inspiratie folclorica, gasim tema 
iubirii neimplinite, asemenea iubirii pe care o Luceafarul o simte pentru Catalina, combinat cu 
tema intalnirii a doua lumi diferite, lumi din care provin cei doi, fapt ce constituie o piedica in 
concretizarea sentimentelor, acest lucru necesitand sacrificii. Tema iubirii neimplinite apare 
pentru prima data in anime-ul de succes international „Windaria"( „fara vanturilor”) sau „A 
fost odata ca niciodata”( „Once upon a time"- titlu dat ulterior localizarii sale in America, de 
catre Carl Macek). In acest anime, ne este prezentata iubirea imposibila dintre Jill, prinjul unei 
nap uni cuceritoare numite Paro, ghidat de ambitiile tatalui sau, si Ahanas conducatoarea unei 
mici najiuni, regatul Itha, bogata in resurse naturale. Pe fondul razboiului dintre cele doua 
regate, se desfa§oara, in secret, iubirea celor doi protagonisti, care se lupta sa ramana fideli 
iubirii lor, cat si obligajiilor faja de lumea in care traiesc. Dcsi iubirea ii ajuta pe cei doi sa 
depa§easca obstacole de natura sociala(eroul se va afla in situajia extrema de a-§i ucide tatal, 
pentru a impiedica distrugerea regatului Paro) §i greutaji insurmontabile, precum infruntarea 
unor creaturi infrico§atoare, contextul lumii materiale va impiedica realizarea acesteia. Singura 
cale de a evada dintr-o lume dominata de conflict, este vazuta de creator ca Hind trecerea in 
nefiinta a celor doi protagonisti, regasind in context tema eros §i tanatos, prezenta §i in opera 
eminesciana. In acela§i anime, urmeaza tema trupului ca o inchisoare a sufletului, §i tema 
reincarnarii, cei doi indragostip, allaji in nefiinja, a§teptand sa se reincameze intr-o lume 
materials a binelui. Intr-un context mai optimist, tema iubirii neimplinite, alaturi de tema 
intalnirii dintre lumea supranaturalului §i cea reala, apare in serialul anime de succes 
mondial, „Inuyasha". Protagonistul, pe jumatate demon, intra in lumea reala pentru a fura un 
giuvaer sacru, ce avea puterea de a-i completa latura demonica. Pentru realizarea acestui scop, 
Inuyasha o va seduce pe preoteasa Kagome, paznicul acestui obiect. Descoperind adevaratele 
intendi ale lui Inuyasha, ea incearca sa-1 opreasca §i este ranita mortal de catre acesta. Inainte 
de a muri, Kagome il strapunge pe Inuyasha cu o sageata fermecata, aruncandu-1 intr-un somn 
de sute de ani. Sol dat ii templului recupereaza giuvaerul, care va ramane sub paza familiei 
preotesei, timp de general)i. Spiritul lui Kagome se reincameaza dupa sute de ani, in persoana 
unei fete de liceu, descendenta a preotesei, care-1 va trezi pe Inuyasha, astfel ca iubirea lor 
capata o a doua §ansa, exprimand tema iubirii care transcende timpul. 

In opera eminesciana regasim tema iubirii neimplinite, in poezii, cum ar Hi: „Lacul", 
„Floare albastra", ,,Dorin(a \ ,fdio" §i „Sara pe deal". In opera eminesciana, este un ideal 
oniric neimplinit. La fel ca in anime-urile mentionatc, povestea de iubire are loc, adesea, intr- 
un spatiu magic si plin de mister, reprezentat de codru. Arborele este sacru si ii imbraca pe 
tineri cu ve§mantul nevinovajiei, asemenea copacului lumii din „Windaria De asemenea, 
prezente sunt, atat in opera eminesciana, cat §i in anime-uri: lacul, luna si multimca de flori, ce 
constituie elemente ale spatiului etem, atemporal, in care se consuma iubirea. 

Iubirea pamanteana ramane mereu neimplinita in opera eminesciana: 

„Dar nu vine...singuratic 
In zadar suspin §i sufar 
Langa lacul cel albastru 
Incarcat cu flori de nufar" f,Lacul") 
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Tristctca protagonistului din poezia eminesciana este asemanatoare cu tristefea eroului din 
„Windaria", carc-si astcapta iubita moarta sa revina din nefiinfa, sa se reincarneze. 

Daca visul de iubire se destrama, in poezie, iubita se va pierde, treptat, in mit: 

„Caci astazi, daca mai ascult 
Nimicurile -aceste, 

Imi pare-o veche, de demult 
Poveste .” (“Adio”) 

Exact ca in poezia eminesciana, iubita se pierde in mit, §i devine, in anime, contextul in care 
eroul incepe refacerea propriei lumi, sfaramate de razboi. 

In opera eminesciana apare §i mitul zburatorului. Acest mit sta la baza poemelor „Luceafarul" 
§i „Calin(file de poveste)". Ele au ca subiect dragostea dintre o muritoare si o fiinfa nemuritoare, 
apartinand altei lumi. Numai in „Calin(file de poveste)", iubirea are un final fericit. In anime - 
ul „Inuyasha", asistam la dragostea dintre o muritoare §i o fiinta nemuritoare dintr-o alta lume, 
carora, de§i destinul le impiedica consumarea acesteia, fort a iubirii lor rcuncstc spiritul lui 
Kagome, reincarnata dupa sute de ani, cu iubitul ei, Inuyasha. Calatoria catre el se face intr-o 
lume de vis, asemenea celei din ,^4lice in (ara minunilor ”, eroina cade intr-o fantana, ea 
ajungand intr-un spatiu oniric, care o reintoarce la timpul primordial, unde cele doua suflete 
indragostite se regasesc. 

Un alt motiv romantic din opera eminesciana este imaginea batranului 
dascal, care reprezinta geniul. In acest motiv se afla, in antiteza, elementele inlati^arii umile si 
al interiorului de savant. In anime, gasim un motiv similar si recurent, cel al batranului mentor 
sau maestru al artelor marfiale, care duce o cxistcnta ascetica si, sub inlapsarca umila a unui 
batran sau a unui vagabond, ascunde puteri miraculoase, uneori chiar de semizeu, putand sa 
distruga chiar corpurile ccresti, asa cum a demonstrat maestrul Muten din anime-ul „Dragon 
Ball". 

Astfel, atunci cand protagonistul anime-ului mentionat, se transforma, sub influenja lunii, in 
Oozaru- creatura fantastica, reprezentand alterego-ul sau demonic, maestrul Muten distruge 
luna pentru a-1 readuce la condijia umana. 

Tema nayterii §i stingerii Universului, prezenta in poemul „Scrisoarea F, impreuna cu tema 
natterii §i surparii marilor civilizafii, din ^Memento mori! ” si ,Jmparat p proletar", §i de 
asemenea, intoarcerea la timpul mitic, considerate ca o salvare de la prabu§irea civilizajiei, 
despre care vorbea tribunul-proletar, „vremile aurite/ Ce mitele albastre ni le §optesc adesea ”, 
se gasesc sub forma unui coctail science fiction, livrat spectatorului in anime-ul „Pheonix 
Firebird'. Ca si in opera eminesciana, singura cale de scapare a personajelor in fata sfar§itului 
iminent al civilizajiilor si al Universului cunoscut, este reintoarcerea la timpul mitic, in care, cu 
ajutorul lor, omenirea are parte de o a doua sansa. 

O alta tema care apare recurent in anime este tenia generala a basmului, §i anume: lupta dintre 
bine §i rau, alaturi de teme ca: dreptatea si eroismul. De asemenea, multe motive din basme 
sunt prezente §i in anime-uri, ca de exemplu: eliberarea ostaticilor, lupta hnpotriva dusmanului 
cu chip de om sau de monstru; anularea unor vraji,etc 

Motivul insemnarea eroului este prezent in serialul de animatic „Runonni Kenshin", aflat in 
stransa legatura cu identitatea eroului §i cu destinul sau. 

Motivul inarmarea eroului cu o anna nazdrdvana sau magica care-1 va ajuta sa depa§easca 
obstacolele este recurent, de asemenea, in multe anime-uri §i poate oferi §i unor persoane slabe 
fizic puterea de a dcpasi obstacole inimaginabile, cum este cazul protagonistei din „Sailor 
Moon". 

Fantasticul, element comun si recurent in anime-uri, apare si in proza romaneasca, ca de 
exemplu, in opera lui Mircea Eliade. 
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Concluzie 

La intalnirea dintre cultura anime §i cultura romanilor a existat o conjuncture favorabila, 
datorata unor repere culturale existente in literatura romana. Asemenea publicului american, 
publicul roman a gasit in anime o latura cunoscuta, familiara, §i o latura noua, exotica, impreuna 
fiindu-i prezentate intr-un limbaj artistic nou §i inedit. Este de injeles de ce cultura anime s-a 
integrat in comunitatea culturala romana. Acest proces complex continua sa se desfa§oare §i in 
prezent. 
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LA PROSTITUTION DANS L'ART PHOTOGRAPHIQUE EN FRANCE AU 

XIXE SIECLE 
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Abstract: The theme of prostitution in France in the nineteenth century, widespread in all areas, also 
exists in photographic art, especially through body and nudity. The erotic photography was born in 
France and the first nudes were made in 1840. The prostitutes are the most suitable to reveal their 
sexuality without shame. This fact implies a physical exploration for these women.. Representative 
photographers of the century including Eugene Durieu and Auguste Belloc, are remarkable for their 
interest in women 's body and nudity in images that evoke the eroticism. The nudity and the obscenity 
were considered cliches in the second half of the century. The woman is always the main character. 
Another representative photographer is Guerin, famous for the blurred photographs, a technique used 
for the imagination in order to highlight the reality. If we compare painting and photography, we can 
notice that the photography is a more precise art which places humans in reality. The reality of the 
image, the clarity and the frames have been well illustrated and what we see is not a simulacrum of 
reality, but the veritable existence. 

Keywords: photography, prostitution, nudity, eroticism, reality. 


Surprendre un moment, capter une certaine scene, creer une image reelle sont seulement 
quelques aspects de la photographic. Le theme de la prostitution en France au XIXe siecle, 
repandu dans tous les domaines, existe egalement dans l’art photographique, surtout par le biais 
du corps, par la nudite qui surprend la femme dans toute sa beaute, prete a attendre ses clients, 
a l’interieur du bordel ou dehors. 

Les arts visuels, la peinture et meme la sculpture n’ont jamais cesse de denoter la nudite 
feminine et 1’initiation a la sexualite par des images remarquables. En ce qui concerne la 
photographic erotique, elle est nee en France, un pays qui la tolere plus que les autres pays de 
l’Europe. 1 Vu que les premieres photographies ne representaient pas des personnes, mais des 
paysages ou des objets, la technique devait etre differente et plus difficile, surtout lorsqu’il 
s’agissait du temps de pose. Les premiers nus ont ete realises en 1840, Noel-Marie-Panymal 
Lerebours etant le precurseur. Nous pouvons mentionner egalement: Auguste Belloc, Vallou 
de Villeneuve, Felix-Jacques-Antoine Moulin, Bruno Braquehais, Alexis Gouin. 2 A partir de 
ces annees, la femme peut etre representee par des elements qui lui conferent une image de 
femme sauvage ou diabolique par la position du corps ou par l’association des serpents ou des 
plants bizarres. Ou par contre, nous pouvons regarder une image de femme-ange associee a la 
Vierge. Nous nous focalisons plutot sur la nudite corporelle de la femme et sur la photographic 
comme suggestion de l’amour charnel voire la prostitution. 


1 Dupouy, Alexandre, La Photographie Erotique, New York, Parkstone International, 2016, p. 11. 

2 Ibid, pp. 20-22. 
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Dans un siecle qui tolere la prostitution et qui 1’utilise cornme theme principal dans tous 
les domaines, meme les photographes ont profite de l’opportunite d’avoir comme modeles des 
filles publiques. Elies sont les plus indiquees pour reveler leur sexualite sans honte et sans 
remords. Prises dans des espaces caches, clos, intimes, les photographies represented le resultat 
de l’exploration visuelle des specialistes qui revelaient la nudite feminine. Encore une fois, cet 
acte impliquait l’exploration corporelle et la femme reduite au stage d’objet. 3 Tout comme dans 
l’exercice de ce metier, la femme est le sujet principal, le moyen dont on se sert pour decouvrir 
certains aspects, en fonction de chaque domaine : dans la vie quotidienne du XIXe la femme 
publique est perdue comme faisant partie d’une categorie marginale, mais acceptee et toleree 
afin que les bourgeois obtiennent des faveurs physiques. Dans la litterature, les ecrivains 
revelent ses actes et imagined ou s’inspired des differents contextes pour lui reveler la 
sexualite et la perception du siecle par rapport a elle. Dans Part photographique elle est 
envisagee dans toute sa splendeur, les photographes lui surprenant son corps, son attitude, son 
apparence, par le biais de son corps. Ainsi, le corps et la sexualite sont des themes centrales 
lorsqu’il s’agit de la prostitution et les photographes ont surpris ces aspects par l’intermediaire 
des images. 

Parmi les photographes representatifs du siecle, il faut mentionner Eugene Durieu et 
Auguste Belloc, remarquables par l’accent mis sur la nudite corporelle des femmes dans des 
images qui evoquent l’erotisme. Ils illustrent la femme oisive, passive, allongee sur son lit et 
exposant toute sa splendeur physique. A partir de l’annee 1 870, la passivite est mise en evidence 
par un decor plus riche. II y a des miroirs, des draperies qui entourent la femme qui est toujours 
auplan central. Une autre nouveaute est illustrative par l’utilisation des accessoires et des bijoux 
qui embellissent la femme et lui donnent une note de seduction. Les lieux les plus frequentes 
sont les chambres, les dortoirs ou les boudoirs, 4 En general, nous pouvons constater que les 
images attirent, suscitent l’interet par la position du corps et par la nudite. II faut mentionner 
egalement les vices que les photographes mettent en evidence : l’alcoolisme, le tabagisme et la 
danse, 5 ce qui renvoie a l’idee de secret, d’acte charnel, de prostitution. 

Un autre photographe qu’Alain Corbin mentionne dans son livre est Guerin, fameux 
pour les photographies en brouillard, une technique utilisee pour 1’imagination, pour mettre en 
evidence l’attraction pour le reel. 6 Evidemment, nous pensons que ce procedee peut suggerer 
egalement l’enigme, le caractere cache, honteux de la prostitution qui a bouleverse la societe et 
les homines tout au long du siecle. Le brouillard est aussi le symbole de 1’incomprehension et 
de l’indechiffrable et attire l’attention du public qui essaye de voir les effets derriere le cadre. 
II peut etre profondement attire par le manque de clarte et par Revocation de l’acte d’amour. 

Si nous comparons la peinture et la photographie, nous pouvons remarquer que la 
demiere est un art plus precis qui place le public dans la realite. Le corps feminin est revele tel 
qu’il est, sans que l’auteur ait besoin de l’imaginer. A cet egard, le public se trouve devant la 
verite et le photographe lui donne l’occasion d’examiner le corps dans son etat veritable, sans 
artifices, sans idealisation. Alain Corbin parle de l’obscenite qui est devoile par l’intermediaire 
de la photographie comme un « rituel exhibitionniste ». 7 Evidemment, cette caracteristique des 
photographies n’a pas ete bien re^ue par la societe bourgeoise, une classe qui plaidait pour la 


3 http://www.musee-orsay.fr/fr/evenements/expositions/au-musee-dorsay/presentation-detaillee/article/splendeurs-et-miseres- 
42671 .html?S=&print= 1 &no_cache= 1 & 

4 Corbin, Alain, Courtine, Jean-Jacques, Vigarello .Georges (coord.), Istoria corpului. De la Revolufia Franceza la Primul 
Razboi Mondial, vol. 2, traducere din limba franceza de Simona Manolache, Camelia Biholaru, Cristina Drahta, Giuliano 
Sfichi, Bucure§ti, Art, 2008, p. 192. 

5 https://www.histoire-image.org/etudes/femmes-frissons-plaisir-belle-epoque 

6 Corbin, Alain, op. cit., p. 193. 

7 Ibid., pp. 193-194 
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moralite qui maintenant commcngait a disparaitre. Le corps nu, la femme deshabillee n’etaient 
pas des sujets que la societe acceptait, en le considerant genant et honteux pour la civilisation. 

Mais la nudite et l’obscenite etaient considerees des cliches avec la seconde moitie du 
siecle. La femme venale est de plus en plus representee dans les bordels ou dans les maisons de 
tolerance. L’homme cherche la seduction, meme en faisant appel aux photographies. La 
demande devient plus pregnante que jamais surtout lorsqu’il s’agit des femmes charmantes, 
dans les decors de luxe, dans les bordels de la Belle Epoque. Dans cette periode, les auteurs 
sont anonymes parce que si on leur avait reconnu leur identite, ils auraient risque des grandes 
punitions. Les modeles sont des hlles ou des garcons, des jeunes adolescents et les clients sont 
des homines riches. En 1850, les appareils de photographic ne sont jamais exposes dans les 
vitrines, ils sont vendus dans les bordels de luxe, en clandestinite. Vingt ans plus tard, les 
photographies peuvent etre exposees par l’intermediaire de la carte postale, du calendrier et du 
livre. Leur diffusion permet la creation d’un monde lie au desir, au corps et sur 1’accentuation 
de la sexualite. 8 

Finalement la photographie a facilite la decouverte de la volupte corporelle feminine, 
une image reelle qui avait surpris la femme telle qu’elle etait. La nudite a ete un intermediaire 
vers l’acces a la sexualite et vers plusieurs perceptions liees a cet aspect. L’accent mis plutot 
sur l’idee de femme sauvage, le decor et le cadre ont ete des auxiliaires pour se referer a la 
prostituee et pour qu’elle soit privilegiee par le regard. La nudite et le corps etaient des traits 
signifiants pour que chaque femme fut perdue comme une possible prostituee. Si pour la 
peinture le doute avait pu intervenir, la photographie n’aurait pas pu nous laisser tomber dans 
Fillusion. La realite de l’image, la clarte et les cadres ont ete bien illustres pour ne pas penser 
qu’il s’agit d’un simulacre du reel, mais d’une existence veritable. 
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CLASSICISM, ROMANTISM AND MODERNITY IN THE ODOBESCIAN 

LITERARY CREATION 
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Abstract: The aim of this study is to prove that Odobescu ’s literay work was influenced by clasic, 
romantic and modern elements which were essential not only for his original writings, but also for the 
literary path that the Romanian writers chose to follow at the end of the 19th century. 
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Se spune ca fiecare om se nastc cu un scop la momentul potrivit. Odobescu a avut sansa sa 
actionczc intr-un secol al dezvoltarii literare, cand limba romana incepea sa se stabilizeze, iar 
scriitorii se puteau lasa influenjaji de mai multe tcndintc ale timpului. Sub ecourile clasicismului 
§i romantismului, autorii secolului lui Odobescu aveau sa produca opere de o valoare 
incontestabila, indelung intcrprctate de critici. 

Curentul clasic s-a evidential la nivel european printr-o literatura antica greco-latina. In special 
francezii au fost cei care au imbraji§at acest curent §i au influcntat spre clasicism §i alte 
literaturi. „in genere, clasicismul presupune calm, sobrietate. Sentimentele sunt strunite, Jinute 
in frau de rajiune care controleaza pomirile inimii, domina totul. [...] Exprimarea si reflectarea 
adevarului, imitand natura, cea umana insa, psihologica §i morala, nu natura exterioara, era una 
din preocuparile esentiale ale scriitorului clasic. Iar natura umana trebuia injeleasa in ceea ce 
are mai tipic, universal, desprinsa de loc si de timp, ocolind aspectele considerate accidentale 
§i nereprezentative §i ret, in and ceea ce este escnpal, permanent in obiceiurile, caracterul §i 
pasiunile omene^ti.” 1 

Clasicismul urmarea sa educe, prin condamnarea viciilor §i elogierea calitajilor, o societate 
politicioasa si culta. Aspecte precum adevarul, utilul si placutul erau trecute prin sita judecajii 
rationale §i a bunului simt. in domeniul literar, genurile si speciile erau guvemate de reguli 
stricte §i obligatorii pentru cei care doreau sa reu§easca in acest domeniu. La sfar§itul secolului 
al XVII-lea, curentul clasic a inceput sa fie afectat in Franja, deoarece scriitorii doreau sa 
experimenteze alte sfere ale scrisului, in special sentimentalismul, fara a mai Jine cont de reguli, 
fara a mai fi conditional de spajiul istoric si social al artei, toate acestea prevestind aparijia 
romantismului. Totu§i curentul clasic in stare pura a continuat sa existe si in veacul urmator in 
alte literaturi europene. Abia in secolul al XlX-lea, clasicismul i§i pierde intensitatea §i regulile 
rigide, incepe sa se amestece cu alte direejii estetice si este perceput ca o forma a echilibrului, 
a claritajii §i simplitajii in exprimare, a simjului masurii in arta. Prin aceste caracteristici, 
clasicismul devine opusul romantismului. 


1 Pacurariu, D., Clasicism §i tendinfe clasice in literatura romana, Ed. Cartea Romaneasca, Bucure§ti, 1979, p. 9 
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“Romantismul il simp, nu-1 dellncsti”, spunea S. Mercier, citat de Paul Cornea in introducerea 
carjii sale Originile romantismului romanesc 2 in incercarea de a defini aceasta nojiune. 
Scriitorul roman stabile§te ca, in functic de structura sociala a Europei occidentale §i a celei 
rasaritene, dar §i in functic de fazele cvolupci intre anii 1789-1848, „exista trei «romantisme»: 
romantismul apusean dinainte de 1830 (anti-luminist, monarhic, religios, egoist, medievalist, 
deziluzionat, contemplativ etc.); romantismul apusean de dupa 1830 (umanitarist, socializant, 
energetic, activ, titanian, etc.); romantismul rasaritean (pro-luminist, national, idealist, 
folclorizant, carbonar, militant, etc).”. 3 

Pentru a cvidcnpa difcrentelc mtre clasicism si romantism, D. Pacurariu extrage din eseul lui 
George Calinescu, Clasicism, romantism, baroc, cateva aspecte: 

„Individul clasic este utopia unui om perfect sanatos trupcstc si sullctcste, «normal» (slujind 
drept norma altora), deci «canonic». 

Individul romantic este utopia unui om complet «anormal», dezechilibrat §i bolnav, adica cu 
sensibilitatea si intelectul exacerbate la maxim, rezumand toate aspectele spirituale de la bruta 
la geniu. Expresiile trebuiesc luate intr-un sens cu totul literar, evitandu-se confuzia cu 
patologia medicala [...]. 

Revenind cu nuanje, clasicul e un om ca loti oamenii (canonici, normativi, nu reali), romanticul 
e un monstru de frumuseje sau de uratcnic, de bunatate ori de rautate, ori de toate acestea 
amestecate [...].. 4 

In Romania clasicismul a existat, spun criticii, mtre ultimele decenii ale secolului al XVIII-lea 
§i aproximativ 1830, dar nu in stare pura ca in alte literaturi europene, ci afectat de istoria 
timpului. Perioada enuntata coincide §i epocii de tranzijie spre literatura modema, cand incep 
sa se simta primele influence romantice. Intre 1830-1840 romanii aspira la recunoa§terea uni tali i 
lor teritoriale §i de limba, iar scriitorii vremii transmit prin operele lor energie, determinare §i 
mobilizare pentru cdilicarca culturii modeme. Miscarca literara din aceasta perioada se remarca 
prin operele scrise sub inlluenta romantismului, dar structura lor de baza tradeaza fonnarea 
clasica a creatorilor. In aceste conditi i se poate afirma ca pe teritoriile romane§ti s-a produs o 
„clasicizare” a romantismului. 5 

Obiectivul acestui capital este sa determinam in ce proporpc se regasesc elementele clasice, 
romantice si modeme in scrierile lui Odobescu, scriitor care a beneficiat de toate aceste 
influence in operele sale literare §i §tiinjifice. 

Odobescu a fost educat sub inlluenta evenimentelor §i a ideilor de la 1848, pastrand permanent 
dragostea de Jara si de popor, pe care a aratat-o de fiecare data cand s-a ivit prilejiul in operele 
sale. Experience copilariei aveau sa i§i puna amprenta asupra temelor abordate de Odobescu 
in diverse scrieri ale sale. Astfel, vanatoarea se numarile printre interesele tanarului care va 
participa de mic la diverse partide, sub inlluenja carora a scris in franceza Une chasse aux cerfs 
(1847). Rcuscstc aici sa descrie padurea §i goana in urmarirea vanatului. Compozipa este 
veridica §i sugestiva. 

Scrisul sobru §i elegant, specific clasicismului, a caracterizat inca din adolescenja scrierile 
odobesciene. Acest lucru este cvidcntiat, de exemplu, in bucata literara O dimineafd in stepele 
Valahiei, extrasa din caietul sau de §colar, in care tanarul reda imaginea Baraganului, loc al 
copilariei lui: „Pe o intindere pe care o pop cu greu parcurge intr-o zi, nu se vede din toate 
parple decat campie; din distanta in distanta se zaresc cateva mici colibe darapanate, cladite din 
nuiele impletite, imbracate cu lut §i avand deasupra un acoperi§ de paie sau de stuf uscat; in faja 
acestei colibe, o grinda bifurcata la capatul de sus poarta o prajina lunga care sprijina la unui 


2 Cornea, Paul, Originile romantismului romanesc, Editura Minerva, Bucure§ti, 1972, p. 9 

3 Cornea, Paul, op.cit. p. 15 

4 Pacurariu, D., Clasicism $i tendinfe clasice in literatura romana, Ed. Cartea Romaneasca, Bucure§ti, 1979, p. 11 

5 Vezi Pacurariu, D. , Clasicism §i tendinfe clasice in literatura romana, p. 22 
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din capete cateva cranii de cai sau de boi, la celalalt capat o a doua prajina de care este legat, 
cu ajutorul unei funii vechi de scoarja de tei, un vas format dintr-un trunchi de arbore scobit, 
scrvcste a scoate din pu(ul care se gase§te sub el o apa cu un gust foarte pujin placut; pu(ul, 
intotdeauna foarte adanc, este o gaura rotunda, foarte stramta si captu§ita cu lemn; alaturi se 
afla un arbore lunguiej scobit, unde vin sa se adape turmele; o salcie batrana completeaza 
intotdeauna acest trist tablou... 

Privirea se pierde in acest imens tablou pustiu, in care un drum de un superb galben 
deschis te duce la distance nesfarfite. Locuri atat de triste, atat de monotone in timpul zilei, 
trebuie vazute abia la ora cand abia apare aurora. Cerul, abia rosit spre rasarit, incepe sa se 
lumineze pu(in; aurora, aratandu-se, rupe valul noptii, ca sa-1 inlocuiasca in acest loc prin 
aureola unui rosu purpuriu...” 6 Tabloul este destul de stangaci creionat; elevul - Odobescu are 
tendinja sa complice firaza §i sa o prelungeasca sau forjeaza alaturarea cuvintelor in incercarea 
de a elabora figuri de stil §i imagini artistice reunite. Totu§i, descrierea este veridica prin felul 
in care scriitorul reda mai intai infa(i§area colibelor, apoi a pujului si in final se concentreaza 
pe imaginea cerului la rasarit. 

Aceea§i imagine descriptiva este reluata in articolul Muncitorul roman (1851), unde scriitorul 
i§i exprima in mod patetic compasiunea pentru soarta taranului. Textul debuteaza cu descrierea 
imensitajii campiei Baraganului intr-o zi torida, cand totul este pustiu si ncmiscat; cadrul static 
§i mut este intrerupt uneori de „cate un glas duios, cantand o doina trista §i melancolica”, 
„inganata de vreun (aran cu fruntea zbarcita”, „sub care scanteiaza inca ni§te ochi care cata a 
vedea un viitor mai fericit”. 7 In continuare scriitorul condamna nedreptatea inrobirii (aranilor 
de catre ciocoi §i afirma ideea unirii tuturor romanilor: Alirma(iile sale sunt de factura 
pasoptista si sunt elaborate sub influen(a ideilor lui Nicolae Balcescu. Un interesant sim( al 
compozi(iei si al limbii literare se eviden(iaza in acest articol. 

Campia este amintita apoi in poezia din 1852, Intoarcerea in (ara pe Dimare, dar §i in opera de 
maturitate, Pseudo-kinegeticos, criticii apreciind aceasta secven(a ca fiind „una dintre cele mai 
frumoase pagini descriptive din literatura romana”. 8 

Exemplele au fost selectate pentru a demonstra ca Odobescu avea veleita(i literare de timpuriu, 
pe care si le-a dezvoltat in timp datorita mai multor factori: a studiat la Paris, unde a luat contact 
cu intelectua(ii francezi, dar si cu romanii revolu(ionari afla(i in exil, si-a aprofundat 
cunostin(clc de limba si literatura franceza, latina §i greaca, cxcrsandu-si-le prin traduceri, a 
devenit pasionat de istorie, arhitectura §i arta clasica a antichita(ii. Car(ile prezente in biblioteca 
sa abordau mai ales tema antichita(ii clasice si clasicismul modem, cele mai multe dintre ele 
avand sublinieri §i noti(e pe margini, ceea ce demonstreaza ca autorul le-a studiat cu mare 
aten(ie. 9 

Sub influen(a programului Daciei literare, Odobescu prinde curaj si la doar 17 ani (ine o 
conferin(a despre Viitorul artelor in Romania, eviden(iindu-se cultura vasta a tanamlui, dar §i 
viziunea sa artistica avansata pentm acea varsta. Con§tient ca epoca in care traicstc este una a 
tranformarilor de orice fel, afirma ca arta este „adevarata expresiune a spiritului unui popor si 
al unei epoce” 10 §i de aceea militeaza pentm o arta na(ionala si populara. 

Doi ani mai tarziu, Odobescu redacteaza studiul Satira latina, care arata cat de pregatit este 
automl in domeniul culturii clasice, dar si cat de profunde sunt aprecierile sale critice. Astfel, 
el analizeaza si compara originile satirei la romani, concentrandu-se pe Plaut, Ceciliu, Teren(iu, 
Hora(iu, Persiu, Luciliu Juvenal, Teren(io Varro §i Petroniu. Textul subliniaza ideea ca literatura 


6 Pacurariu, D., op. cit. p. 331-332, traducere asigurata de D. Pacurariu a Ms. 4935. 

7 Vezi Al. Odobescu, Opere, /, Ed. Academiei, Bucure§ti, 1965, p. 31 

8 Pacurariu. D., Clasicism p romantism - Studii de literatura romana modema, Ed. Albatros, Bucure^ti, 1973, p. 331 

9 Vezi §i Al. Odobescu, Pagini regasite, Ed. Pentru Literatura, 1965, p. XXXIV 

10 Al. Odobesdcu, op. cit., p. 131 
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trebuie sa capete o orientare clasica. Acccasi conccptic este reluata, printr-o abordare 
combativa, in articolul Bazele unei literaturi rationale, scriitorul considerand ca orice om al 
literelor trebuie sa se formeze prin studierea Antichitapi, dar sa nu o copieze complet. Este 
con§tient ca unele idei s-au schimbat sau au disparut, astfel incat „ceea ce trebuie luat de la 
vechi e numai acel simpmant de perfecpe al formei, atat in conceppa §i oranduirea sujetului, 
cat §i-n amaruntele compunerii, acea simplitate care intrepne lini§tea in minte §i nobleta in 
inima, acea cumpatare care invaja pe om a se purta totdauna dupa cuviinja, acea mladioasa 
armonie a limbei” 11 . Ca o completare la aceste sfaturi, Odobescu considera ca, pentru a da 
valoare clasica unei opere, un novice mai trebuie sa studieze scrierile anticilor, sa le reciteasca 
de cate ori este nevoie pentru a descifra sensul cuvintelor, apoi sa-§i formeze o parere despre 
ele, dupa ce le-a trecut prin filtrul comparapilor si analizelor. De asemenea, orice scriitor trebuie 
sa acorde atenpe felului in care construicstc fraza, iar sentimentele sa le exprime simplu §i 
echilibrat. Sfaturile sunt de natura didactica, insu§i Odobescu urmandu-le pe parcursul cvolupci 
sale literare. 

De§i atins §i el de romantism in poezii §i nuvele, autorul ramane totu§i un suspnator al artei 
clasice. in acelasi articol, Bazele unei literaturi rationale, el ataca violent operele scrise sub 
influenpi curentului romantic, pe care le considera „roduri ale unei imaginapi exaltate si 
intunecate, pline de idei bizare si de fapte ingrozitoare §i peste fire”. 12 in acelasi timp 
disprctuicstc pe cei care sunt fideli romantismului. Prin articolul Bazele unei literaturi 
rationale, el dezvaluie modul propriu de a gandi §i confirma inclinapilc sale clasiciste. 

Odobescu publica in 1861 un studiu dedicat pocplor Vacare§ti, in care vorbeste despre rolul 
crcapci literare, de factura clasica, in transformarea viepi unui popor. Considera ca literatura 
veche greaca poate fi un exemplu de perfecpune pentru scriitorii care sunt insa influcntap §i de 
„alte tendinje, posterioare, mai pupn clasice, mai modemizatoare, mai lesnicioase §i mai 
zburdalnice” 13 oferite de literaturile moderne. Scriitorul este de parere ca o lucrare buna trebuie 
sa sune bine, sa fie logica §i sa aiba o „frazeologie concreta, viguroasa §i mult coprinzatoare, 
variata in mii de feluri, cu mii de culori §i impletita cu o riguroasa §i cumpatata continuitate” 14 . 
In schimb considera ca energia §i grapa au disparut din limbile moderne care au tcndinta sa 
despice „pana la infinit §i frazele §i fonnele sintactice si gramaticale §i chiar cuvintele” 15 . 
Odobescu recunoastc ca poepi Vacarcsti, clinisti convinp prin formare, au contribuit la 
dezvoltarea limbii romane. 

in raportul academic Conditiunile unei bune traduceri romane§ti din autori eleni §i latini din 
1874 (aparut in acela§i an cu Pseudo-kinegeticos ) Odobescu reia ideea ca operele clasice ale 
Antichitapi reprezinta cel mai bun model pentru limba romana §i incurajeaza scriitorii sa 
respecte trasaturile stilului clasic. 

Articolele amintite mai sus conpn aspecte din gandirea odobesciana, iar pasiunea cu care 
promoveaza clasicismul se datoreaza educapei si preocuparilor continue in acest domeniu. 

Tanarul i§i exerseaza abilitaple de traducator al operelor clasicilor Antichitapi: Homer (cantul 
I din Iliada §i Odiseea ); Vergiliu (primul cantec din Georgicele ); Herondas ( Mimii ); Horapu 
(cateva ode); Hesiod (fragmente din Theogonia si Lucrari §i zile). Traducerile in proza respecta 


11 Al. Odobesdcu, op. cit., p. 193 

12 Al. Odobescu, Opere, 7, p. 191 

13 Al. Odobescu, Opere, II. p. 44 

14 Al. Odobescu, op. cit., p. 45 

15 Al. Odobescu, op. cit., p. 45 
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ritmul cantitativ al vechilor texte clasice. in lista traducerilor se regasesc si lucrari ale scriitorilor 
modemi romantici: Beranger (poemul „Nebunii” Les Fous ) §i Vigny (romanul istoric „Cinci 
martie” - Cinq-Mars). „Prin traducerile lui clasice, ca si prin studiul sau dedicat satirei latine, 
scriitorul incepe sa valorilicc o alta latura, umanista, afirmata larg mai tarziu, in anii maturitapi 
depline, paralel cu cealalta tcndinta, national a si patriotica, care se va mcntine tot timpul, ca o 
perm an en pi a intregii sale activitap”. 16 

Chiar daca initial se opune vehement altor tcndintc decat cele clasiciste, Odobescu i§i descopera 
inclinapile romantice datorita fragmentelor traduse din operele contemporanilor sai, dar si 
pentru ca ia contact cu lumea literara pariziana puternic influenjata de dirccpa romantismului; 
prezcnpi acestui curent se face remarcata in structura liricii sale si in proza. Avand in vedere ca 
cele doua conceppi se concentreaza pe aspecte total opuse, romantismul opunandu-se 
clasicismului inclinat spre Antichitate §i concentrandu-se pe istoria Evului Mediu si naponala 
- contemporana, Odobescu se afla intr-o situape de conflict conceptual, pe care insa o rezolva 
datorita spiritului sau artistic echilibrat. 

Poeziile odobesciene au influence romantice. in Odd Romaniei , spre exemplu, este identificata 
mentalitatea romantica conform careia oamenii erau in trecut mai buni si mai curajosi, gata sa 
i§i dea viata pentru pira lor. in Intoarcerea in (ard pe Dunare autorul, un patriot convins, spera 
ca cxistcnta in patria-mama se va imbunatap. Poeziile erotice aduc in prim-plan interdependenja 
dintre iubire si natura sau suferinja dupa fiinja dorita. 

To tup, Scenele istorice sunt cele care demonstreaza ca Odobescu a fost putemic atins de 
influenjele romantice. Culoarea locala este un aspect obligatoriu in crearea unei opere specifice 
acestui curent literar. Autorul procedeaza intocmai in Mihnea-vodd cel Rau, unde descrie 
rc^cdinta personajului principal, dar §i activitaplc sale vanatorepi. De fapt prezentarea 
momentelor cinegetice este o regula a genului, a§a cum este §i descrierea cu multe arhaisme a 
vcstimcntapci protagonistului. Intrucat culoarea locala presupune in plus oferirea de informapi 
amanunpte despre interioarele diverselor construcpi, Odobescu respecta §i aceasta convenpe, 
realizand o descriere ampla a odaii in care arma§ul isi da ultima suflare. 

Nici in capitolele urmatoare culoarea locala nu este neglijata, dar ea se estompeaza dupa ce 
autorul prezinta cititorului personajele §i cadrele in care acestea traiesc. intalnim, spre exemplu, 
secvenja prezentarii detaliate a costumului de domn al lui Mihnea, personaj care apare apoi 
ilustrat in diverse tablouri ceremonioase: momentul ungerii, deplasarea cu alai de opcni de la 
biserica la curtea domneasca, discupa de la spatarie cu boierii, nunta cu influence folclorice a 
Ilincai. 

Culoarea locala este mai bine definita in Doamna Chiajna. Nuvela debuteaza cu sccvcnta 
ceremoniei de inmormantare a lui Mircea Ciobanul; obiceiurile specifice unui asemenea 
eveniment sunt evidenpate prin descrierea vaduvei in straie de mireasa, prin prezentarea alaiului 
de curteni intristap si a cailor inlacrimap din cauza prafului de pu§ca cu care fusesera firecap. 

Prezentarile interioarelor §i ale costumelor personaj elor, mult mai detaliate decat in prima 
nuvela odobesciana, sunt de asemenea o modalitate de obpnere a culorii locale. Acelap efect 
este asigurat de darurile exagerate §i de distracpile populare de la nunta fetelor Chiajnei. 

Alaturi de reinvierea trecutului, Odobescu mai foloscstc si alte teme §i motive specifice 
romantismului. Este cazul exemplificarii unor aspecte si evenimente precum: opozipa intre 


16 Pacurariu, D.. Clasicism ,?/' romantism —Studii de literatura romana modernd, Ed. Albatros, Bucure§ti, 1973, p. 350 
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blandeje §i cruzime (ilustrata prin perechile: Chiajna - Ancuta, Mihnea - sojia acestuia §i 
Mihnea - domnita Ilinca), contrastul intre frumuseje / tinereje si urajenie / batranctc ( Stamatie 
- Andronic), romance §i serenade, evadari, rapiri, mine, atacuri pe timp de noapte, comploturi, 
peisaj nocturn feeric, crima, dragoste, regrete, mistere. Toate aceste aspecte ii erau familiare lui 
Odobescu inca din adolescenja. Totu§i, criticii, preocupaji sa identifice sursa inspirajii sale 
pentru nuvele, au considerat ca nu romanul istoric francez 1-a inllucntat, ci cel englez, al lui 
Walter Scott. Astfel, unii cercetatori au decis ca anumite scene au fost doar imprumutate: 
protretul moral al Chiajnei desprins din gesturile, dar si vorbele acesteia, felul in care se 
deruleaza iubirea dintre Ancuja §i Radu, scena inmormantarii lui Mircea Ciobanul, momentul 
ultimelor vorbe rostite de armasul Dracea pe patul de moarte, rugandu-§i fiul sa distruga neamul 
Basarabe§tilor. Dar aceste secvenjc nu ar capata nicio valoare artistica daca nu ar fi adaptate 
spajiului romanesc, Odobescu consuland cronicile si creandu-§i o viziune, prin cercetarea lor, 
asupra istoriei Tarii Romane§ti in secolul al XVI-lea. 

Relajia dintre Ancuta §i Radu are trasaturile unei pasiuni romantice, cei doi Hind un soi de 
Romeo §i Julieta pe plaiuri romanesti. Iubirea lor nu este acceptata de cei din jur deoarece intre 
familiile lor este o ura de moarte. Ideea razbunarii se stinge in momentul in care Radu devine 
con§tient de dragostea ce i-o poarta Ancujei. Drama ia proporjii cand fata se marita, iar tanarul 
arde in biserica, in fa|a ei, o marama - simbol al spcranjci in dragostea lor. Aceea§i iubire il 
impinge pe Radu sa o urmareasca totusi dupa nunta si sa ii cante o serenada, inainte de a o rapi. 
In cadrul nocturn, atat de preferat de romantici, indragostipi se samta pentm prima data, luna 
Hind singurul martor al iubirii lor. Prin aceasta secenja Odobescu demonstreaza ca ii este 
familiara §i ideea interdependenjei dintre om si natura. 

Natura, o alta descoperire romantica, este asociata direct cu trairile omcnesti, adica ea comanda 
sentimentele umane. Bucuria este redata prin descrieri dinamice de peisaj, pe cand tristctca este 
incadrata intr-o natura vrajmasa si indiferenta. Paragraful in care este descrisa padurea prin care 
tree Radu Socol §i Ancuja, de§i aglomerat de atatea denumiri de arbori, transmite vitalitate prin 
verdele frunzisului, ceea ce da tinerilor fori,a sa mearga mai departe §i sa viseze la un viitor 
frumos. Padurea este infapsata si in cadm nocturn in episodul fugii lui Mircea Ciobanul de la 
manastirea Cotmeana. De aceasta data insa, cadrul natural nu mai este prietenos, ci spore§te 
frica personajelor prin zgomotele produse. 

Scnzapile de tristctc si de parasire sunt asociate cu iarna la tara, cand cerul este intunecat, 
crivajul urla §i geme precum un om in pragul morpi, campiile sunt dezolante, iar zgomotele din 
jur devin sfasictoarc §i tanguioase. Toate aceste elemente contribuie la sporirea anxictapi: “Intr- 
acele vaietari ale firei, mintea de sine§i se pornestc pe cugetari mahnicioase; inchipuirea-§i 
plasmuie§te vedenii cobitoare, si tot ce e mai trist in vial,a, toate rastri§tile trecute, toate temerile 
viitomlui, se rasfrang, ca umbre sangerate, in oglinda intunecata a minpi”. 17 Astfel i§i 
imagineaza Odobescu tabloul romantic care anticipeaza starsitul tragic al indragostiplor. 

Natura este insa de asemenea martor al nenorocirilor trecute: o furtuna cumplita ce “urla cu 
turbare” 18 se dezlanjuie dupa ce sora lui Radu Socol este rapita. 

De factura romantica este §i ideea descrierii ruinelor. Acest lucru ilustreaza deopotriva, 
inclinatia romanticilor pentm cultul trecutului, ei evocand imaginea unor vremuri idilice, dar si 
preferinta pentm cultul national, concretizat prin zugravirea colorata a vestigiilor ramase. 


17 Al. Odobescu, Opere, /, Bucure§ti, 1965, p. 108 

18 Al. Odobescu, Opere, /, Bucure§ti, 1965, p. 109 
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Odobescu este patruns de convingerea ca era mai bine in trecut: oamenii mai curajosi §i mai 
one§ti, femeile mai frumoase, dragostea mai lirica. “Chiar cand urgii devanstau omenirea sau 
cand cruzimi sadice ii patau demnitatea, tot slavitul trecut era preferabil traiului ccnusiu de azi, 
fiindca atunci aveai spectacolul desfa§urarii unor energii de pilduitoare valoare etica”. 19 In 
spiritual acestor idei ia nastcrc tabloul vechiului a§ezamant al Socole§tilor, atat de plin de vial,a 
odinioara si atat de sinistru in prezent: “Acea locuinta, odinioara imbil§ugata §i zgomotoasa, 
era acum pustie si cu totul salbatecita; pe zidul de-mprejumuire, acum muced §i invechit, se 
intinsese lungi ramure de iedera stufoasa; strea§ina portii, invalita cu blani putrezite de stejar, 
se acoperise de mu§chi. Inauntru curtii buruiana crescuse nalta si abia se mai zarea, in fund, o 
groapa adanca §i mare, astupata p-alocurea cu surpaturi de zid, printre care rasarise boziile si 
balariile; - atata mai ramasese din falnicele case ale vomicului Socol” 20 

Misterul conspiratiei este un motiv preluat din alte scrieri europene romantice si este utilizat de 
Odobescu in partea a IV-a a nuvelei Mihnea-voda cel Ran. Danciu Jepelu§, Radu Spatarul §i 
Dumitru lac sag comploteaza impotriva fostului voievod, hotarand prin tragere la sorti cine si 
cum il va omori: prin spanzurare, otravire sau ucidere cu hangerul. 

Icoana facatoare de minuni, martora a atator evenimente bune §i rele din viata personajelor, este 
simbolul misterului,dar si o punte de legatura intre om si Divinitate. 

Scriitorul reu§e§te printr-un demers romantic sa creeze imaginea unui destin §i a unui caracter, 
inlantuind evenimentele intr-o dircctic ascendenta, chiar daca uneori se lasa tentat sa exagereze 
prin enumerari excesive de termeni proveniji din diverse campuri lexicale. Printre sccvcntclc 
narative §i descriptive se intercaleaza momentele dramatice, in care personajele acponcaza si 
vorbesc, adica dinamizeaza scenele. Aceste momente dramatice sunt dominate de dialog si 
tirada, mijloace ce apar in operele romantice, cu scopul de a accentua sau de a intensifica trairile 
personajelor. Ilustrative, in acest sens, sunt replicile agresive ale Chiajnei §i ale vornicului 
Dumbrava: „Unde-s puii de naparca?... striga el cu glas ragusit, intrand in cort cu mana in sold. 
- Li-a sosit ceasul pieirei! halal di ei, fartaji! - „Pare-mi-se ca-n befie fi-ai pierdut cumpatul 
vorbii, jupan vomice, - rosti doamna, instrunindu-§i mania, - or pesemne ca ai mintea ca de 
prune intr-atata trupesic” 21 . Alaturi de dialogurile de acest gen, romantice sunt §i monologurile 
personajelor, in form alii despre ele gasindu-se in capitolul dedicat structurii planului narativ. 
Aderarea lui Odobescu la idealurile romantice se face remarcata si in lucrarea Cateva ore la 
Snagov. Dorind sa evadeze din spafiul citadin §i sa simta placerea artistica oferita de cercetarea 
ruinelor, Odobescu noteaza: „0 predilecjie fireasca ne impinge in veci a cata in trecut [...]. 
Gasim o placere nespusa de a strabate taramul patriei, cercetand tot locul umbrele §i amintirile 
stramo§ilor no§tri: ici o cruce de piatra, parasita intr-un camp pustiu comemoreaza o fapta 
vitejeasca sau o cruda razbunare; colo o veche capela poarta in inscriptiile, in portretele §i in 
odoarele ei, lucrate fara arta, urma pictatii si a darniciei anticilor voievozi; mai dincolo cateva 
mine de ziduri uria§e, o sfaramatura de cetafuie, un perete de vechi palat soptese inimii, pe 
tacute, numele glorioase ale lui Traian §i ale eroilor ce au urmat traditja lui de onoare pe 
pamantul romanesc. [...] Adesea dar [...] parasim cetatea §i zilnicele-i suparari, ca sa cerem de 
la campii mari, de la munfii racoro§i si de la vechile locate ce stau rasipite printr-insele, 
destainuiri din vremi de rcstristc si de glorie ce au fost §i nu mai sunt”. 22 
Temele abordate in Pseudo-kinegeticos tradeaza inclinatiile clasice, dar §i romantice ale 
scriitorului, dar daca ar fi sa identificam proportia celor doua tendinje, clasicul ar domina. 


19 Condeescu, N. N., Al. Odobescu - Scene istorice din cronicile romanetjti, Ed. Scrisul romanesc, Craiova, 1942, p. 71 

20 Al. Odobescu, op. cit , p. 106 

21 Al. Odobescu, op. cit., p. 118 

22 Al. Odobescu, Opere, II, Bucure§ti, 1955, p. 22-23 
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Astfel, in lunga digresiune despre sturzi aduce in discupc interesul manifestat de romani fata 
de aceste pasari si considera ca este un moment prielnic pentru a diseca parerile anticilor 
Martial, Horajiu, Tcrcnjiu Varonc, Pliniu, Dante printr-o opcratiunc de comparare §i analiza. El 
considera ca prin acest gen de intervened da mai multa valoare operei. 

Stilul clasico-romantic echilibrat il face sa condamne aparijia Dicfionarului Academic latinist; 
astfel Odobescu militeaza pentru simplitatea §i armonia limbii §i condamna ironic pe cei care, 
prin excesul lor clasicist, nu vor sa tina cont de realitatea literara najionala: „Autorii 
Dicjionarului Academic nu inscriu cuvantul cocosariu; - poate ca nu va fi de origine latina? 
Cat despre sturdiu, Inca nu am ajuns la litera S”. O noua ocazie de taxare a principiilor aberante 
ale latini§tilor apare atunci cand autorul noteaza entuziasmat denumirile neao§e ale unor plante 
enumerate de bisoceanul ce il insoJe§te in calatorie: „«Ceea este dobrisor §i cealalta este ghizdei; 
asta e laptele stancii si astalalta zarna-mitoasa; ici iata brandusc si colea dcdctei; apoi loboda §i 
drob, vizdroaga §i siminoc, iarba-ciutei §i piperig, pojamija si sefterea» si alte multe... Dar cine 
le mai tine minte! D-as fi stat sa se insemnez pe toate,poate imi da si mie Societatea Academica 
sa lucrex - nu, vai de mine - la Dictionariulu cel cu vorbe numai plivite, alese §i mai cu seama 
croite de pe curata latinie, ci la pagubalul de Glosariu, unde pricopsijii no§tri lexicografi §i 
scornitori de grai nou si pocit asvarla ca borhot, mai bine de jumatate biata frumoasa noastra 
limba romaneasca. Din norocire, bisocianul meu nu §tia nimic despre chipul cum ne batem noi 
joc in erase de ce avem mai scump ramas de la parinji, §i el, in limba sa pe care a§ da ani din 
viaja-mi ca s-o pot scrie intocmai dupa cum el o rostea, in acea limba spomica, vartoasa §i 
limpede a taranilor nostri, imi povestea pasurile §i placerile oamenilor de la munte”. 23 

Unnarind tema vanatorii in arta Antichitafii, Odobescu face un §ir lung de asociapi, 
pendulandu-se intre sculptura, pictura, muzica si literatura; astfel, tema vanatorii se regase§te 
in medalioanele de pe arcul lui Constantin de la Roma, in pictura orientals din Mesopotamia, 
Egipt si Persia, in muzica lui Rossini, Haydn, Mehul, Gounod, Weber, Mazerbeer, Offenbach, 
in pictura lui Rubens, Horace Vernet, Srzders, Desportes, in literatura la Horatiu, Martial, La 
Fontaine, Schiller, Goethe, Bzron, Musset, Aksakov, Turgheniev, Bolliac, Heliade, Alecu §i 
Iancu Vacarescu, N. Rucareanu. Operele unora dintre ei sunt doar menponatc, dar asupra altora 
Odobescu insista mai mult prin descried §i comentarii, ceea ce demonstreaza priceperea 
autorului nu doar in domeniul literelor, dar si al artei. 

Balada Vanatorul Carpafilor de N. Rucareanu, este un alt exemplu de opera pe care o analizeaza 
in detaliu, uneori ironic, aratand subtil minusurile, dar si parti le bune ale acesteia: „aci ne 
a§teapta Vanatorul Carpa}ilor pe care s-a cercat a-1 canta, intr-o lunga balada descriptiva, un 
muntean rman, un campulungean carele fara indoiala a gustat placerile si ostenelile vanatoarei 
de munp §i a rcsimtit in sufletul sau toate imbietoarele fremete ale victii de plaics. Daca natura 
1-ar fi inzestrat cu darul de a spune precum simte dl N. Rucareanu, ar fi facut desigur un cap d- 
opera nemuritor. Dar stii ca are romanul o vorba care cam zice ca acolo unde nu este putinja, la 
ce-i buna voinja? 

Cu toate acestea, in balada Vanatorul Carpa{i/or sunt imagine care se vad a fi folografiate de 
pe natura. Pacat ca au aspectul tern al fotografiei si nu coloritul viu al viejii. Sunt §i expresiuni 
neao§e-romane§ti de o originalitate prejioasa, care ar luci ca nestemate intr-o frumoasa salba de 
versuri armonioase. 


23 Al. Odobescu, Opere, II, Ed. pentru arta §i literatura, Bucure§ti, 1955, p. 221 
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Subiectul baladei este fara indoiala conceput cu o bogata si adesea fericita varietate, careia, din 
nenorocire, cititorul se vede silit a-i aduce mereu jalea; caci pe tot minutul, el simte in sine 
mintea invrajbindu-se cu urechea. Eu unul marturisesc ca, patruns fiind de marejele dorinti ale 
poetului, am incercat un fel de simjamant dureros, vazand cat de pujin limba si versul au venit 
in ajutorul putemicei sale inchipuiri, al nobilelor sale asp i rati uni. Dar vai! sunt pujini, foarte 
putini aceia: 

«Non omnia possumus omnes...» (Vergilius, Egloga a VUI-a, vers 63: «Nu toji putem toate...» 

(n. (Mob.)” 24 

I nil uen ta clasicista a lui Odobescu se observa §i in modul cum descrie campia Baraganului. 

Este intr-adevar o prezentare elaborate, cu detalii minutioasc, care surprinde intinderea 
ncsfarsita de pamant sub ar§ija soarelui, vietajile care o populeaza, pujul cu (urea, loc de popas 
pentru vanatori, si imaginea nopjii in stepa. Toate aceste in form alii, asemanatoare din punct de 
vedere tematic cu descrierea adolescentina a campiei muntene, indica faptul ca, in substratul 
sau literar, Odobescu ramane un clasic. Afirmatia este intarita §i de prezenja in text a unor 
fragmente din literatura Antichitajii greco-romane. Citatele din Horatiu, Vergiliu si Martial 
reprezinta o sursa de elaborare a unor conexiuni spontane, care nu au uneori legatura cu tematica 
discujiei. De exemplu, sunt folosite ideile despre scris §i nu despre vanatoare ale lui Horatiu, 
extrase din Arta sa poetica. 

Citatele latine§ti §i grece§ti sunt presarate in tot textul §i sunt folosite de regula cu scopul de a 
evidenjia cscnta unei idei, de a divaga sau de a formula o concluzie. lata cateva exemple: 

Idei Odobescu considera ca amicul sau a respectat sfaturile Artei poetice a lui Horajiu in 

escntialc: redactarea operei sale, dar este o forma ascunsa de a transmite cititorului crezul lui literar: 

„Toata aprobarea o capata aceia care intrune§te folosul cu placerea / Desfatand pe cititor §i 
instruindu-1 totodata” (Omne tulit punctum qui miscuit utile dulci / Lectorem delectando, 
pariterque monendo). 25 

Foloscste expresia: ,,Si eu am trait in Arcadia” 26 (Et Arcadia ego) ca un pretext pentru a 
schimba subiectul si pentru a incepe descrierea campiei Baraganului, loc al copilariei 
fericite. 

Autorul apreciaza tablourile lui Turgheniev in trei cuvinte: „Ut pictura poesis” (Ca 
pictura §i poezia) -Horajiu 27 

Divagajii: Fara nicio legatura cu tema vanatorii, Odobescu: 

insereaza intentional versuri din De rerum natura ale lui Lucretius (143); 
critica neintelegerile dintre revista Convorbiri literare de la Ia§i si Revista 
contemporana de la Bucurcsti, afirmand precum Virgiliu: „Tantaene animis 
coelestibus irae” (Incape atata ura in suflete cere§ti); 

folose§te povata lui Horatiu: „Semper ad eventum festina” (Mereu grabe§te catre 
sfar§it) pentru a se scuza ca se indeparteaza de subiect si aduce in discu(ic pe 
responsabilii cu identificarea plagiatelor; 


24 Al. Odobescu, Opere , II, Ed. pentru arta §i literatura, Bucure§ti, 1955, p. 221 

25 Al. Odobescu, Opere, II, Bucure§ti, 1955, p. 126 

26 Idem, p. 128 

27 Idem, p. 214 
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vorbcstc despre viata simpla, modesta §i fericita, pe care o prefera asemenea lui 
Horajiu: „auream mediocritatem” (Cel ce se mul(umcstc cu prejuita mediocritate, 
ramane §i ferit de ru§inea unei locuinje ticaloase, si aparat cu mtclcpciune de a ravni 
la palate”; 

Concluzii: in finalul portretizarii Dianei de la Luvru, autorul rezuma, prin intermediul versurilor 

lui Homer, cscnta statuii: „Cu inima viteaza, ea trece pretutindeni, prapadind odrasla fiarelor 
salbatice”. 

Cuvintele lui Horajiu: „adhuc sub judice lis est” (pana acum pricina este in judicata) 
incheie dezbaterea greco-latina (Opian vs. Ciratiu Faliscu) despre cum ar trebui sa aiba 
cainele coada (lunga sau scurta?...). 

„Parturiunt montes, nascetur ridiculus mus” (Munjii in lauzie nasc un soriccl de ras) 
este afinnajia lui Homer pe care Odobescu o foloscstc in incheierea portretului caricatural 
al vanatorilor. 

Dupa ce vorbcstc despre pictorii germani care reproduc scene vanatorcsti, autorul 
concluzioneaza, folosind o regula clasica a lui Pindar: „Trebuie ca in toate §i intotdauna 
omul sa caute dreapta masura”. 

Exemplele selectate cvidcntiaza spontaneitatea literara a lui Odobescu, dar totul se datoreaza 
cducatici §i concepjiilor sale. Se simte mereu ispitit sa faca referiri la istoria vechilor popoare 
grec §i latin §i la cultura clasica in general, in timpul excursiei la Londra din 1852, afirma ca 
biletele la teatru sunt foarte scumpe si cu aceasta ocazie i§i aminte§te cu regret ca spectacolele 
erau gratuite in Grecia antica: „C in slip oameni erau vechi greci, care nu plateau ei la teatru, ci 
le platea lor stapanirea spre a asista la reprezentajii! Dar au trecut acele vremi frumoase! Acum 
ar trebui cel putin sa cautam a ne apropia cat mai mult de dansele, reducand prejul teatrelor”. 

Pe banul Ienachija ll compara cu „un roman stralucit, cu Ciceron” in finalul studiului despre 
Vacarcsti. Pe bisoceanul care ii povcstcstc intamplarea cu feciorul de imparat, cel cu noroc la 
vanat, il numeric „Apolon muntenesc” §i foloscstc citatul lui Homer: „Dupe a lui limba decat 
mierea mai dulce curgea viersul” pentru a evidenjia cat de frumos vorbcstc tanarul in graiul pur 
romanesc. in sccvcnta cu povestioara vanatorului mincinos §i a vulpii fara coada, autorul 
solicita intclcgcrc pentru astfel de oameni, considerand ca: „celor ce sunt Achili si Dionezi pe 
campul de bataie se cade sa le iertam a li Omeri, cand incep a rapsodia le lira Caliopei”. 

Odobescu spune despre Alecu Vacarescu in Pseudo-kinegeticos ca „pana acum niciun poet 
roman n-a avut mai mult foe si mai multa grajie. Aceste calitaji rasar scanteietoare prin limba 
invechita §i uneori, azi chiar ridiculizata a versurilor sale.” Citatul demonstreaza ca autorul este 
un clasic inflacarat, care este rezervat in a aprecia orice scriere a autorilor „moderni”, poate si 
din cauza ca era un patriot declarat. 

Autorul este consticnt ca face in mod obsesiv conexiuni clasiciste, a§a ca se scuza cu umor in 
Pseudo-kinegeticos : „Vina e a ta! Cine te-a pus sa in§iri de aceste nume in Introducjiunea ta, 
insojindu-le cu o grindina de citajiuni latine? in calitatea mea de academic mi s-au aprins 
calcaile de focul clasicitafii §i iata pentru ce ai fost silit sa retezi, in aceasta epistola, o 
contrabombardare de versuri latine§ti, ba clincsti. Acum tinc-tc bine si aci inainte”. 

Educatia in spirit clasicist §i-au pus amprenta pe limba si stilul lui Odobescu. Foloscstc din loc 
in loc expresii clasice, pe care le explica imediat in text sau printr-o nota de subsol. Dintre 
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exemple am ales: gravis = greu, gras (137; inopes = buni de nimic (137); de visu el auditu = pe 
vazute §i e auzte (138); cauda brevis = coada scurta (158); cauda canis = coada cainelui (159); 
contus = lanci inalte (162); venabula = darde scurte (162); currente calamo = in fuga condeiului 
(180); copula = zgarda (189); in medias res = in focul acjiunii (193); Habent suafata libelli = 
Au §i cartilc soarta lor! (212); difficiles nugae = glume nevoia§e (219); he, missurn est = Plcaca, 
s-aterminat! (219). 

Fraza este construita dupa structura celei latine §i este perfecjionata prin studierea de tratate 
retorice clasice, in incercarea de a-si defini un stil bogat §i ordonat. Limba scrierilor sale este 
imbogajita prin combinarea echilibrata de arhaisme, neologisme §i expresii populare, menite sa 
redea graiul romanesc pur. „Varietatea atat de incarcata si de pitoreasca a lexicului, cautata cu 
rafinata ostcntatic, se subsumeaza unei tcndintc mai largi a lui Odobescu catre un stil excesiv 
cizelat, pomita din rafinament §i dintr-o concepjie tot mai evident manierista”. Astfel ca, pe 
parcurs, din dorinja de a gasi cea mai potrivita forma de exprimare, Odobescu Tsi perfecjioneaza 
fraza, conferindu-i simetrie §i culoare, si se departeaza usor de stilul sobru, specific 
clasicismului. 

Pseudo-kinegeticos coniine insa §i sccventc care scot la iveala influenjele romantice exercitate 
asupra scriitorului, care evoca visator un moment al cxistcntei sale pe pamant francez: „Tiu 
minte ca intr-un timp cand, departe de to(i ai mei §i cu sufletul adanc intristat traiam intr-un 
col(i§or al Franciei, pe malul unui rau §i in vecinatatea unei mari paduri, in toate serile la ora 
cand aburii inallandu-sc de pe apa, incepeau a innegura orizontele amurgit, un sunet de com 
rasuna de pe malul opus al raului §i repeta cateva ori d-arandul una din acele fanfare vanatorcsti, 
al caror ritm iute si chiar glumcl pare ca se ingana cu vibrajiunilc melancolice si prelungite ale 
instrumentului ce le produce... din minutele pe care in singuratatea de atunci le socoteam 
deopotriva cu secolii, numai acelea imi erau mangaioase, cand vocea cornului imi legana auzul 
in sunetele cadenjate ale semnalului de vanatoare.”. Melancolia §i tristejea domina initial 
aceasta scena. Sentimentele automlui se imbina, confonn inllucntci romantice, cu peisajul si 
muzica, astfel meat starea de spirit se imbunata(e§te, autorul trecand la bucurie si speranla, 
sentimente total opuse celor inijiale. 

Faptul ca scriitoml rcuseste sa evolueze din toate punctele de vedere demonstreaza ambijia sa 
de a se autopcrfcctiona, de a depasi barierele educajiei primite si indrazne§te sa imbrajiseze §i 
alte tcndintc literare manifestate in epoca. Odobescu ramane in csenta un clasic, dar este 
con§tient ca ar fi absurd sa imbrati^eze doar aceasta direejie, cand sunt atat de multe alte 
posibilitaji de explorat. 
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THE SECESSION PAINTINGS ILUSTRATED IN THE PALACE OF CULTURE 

FROM TARGU MURES 


Cristiana Puni 

Phd., "Babes-Bolyai” University, CIuj-Napoca 


Abstract: The inside of the palace is decorated with a series of murals paintings representative of the 
Hungarian Secession designed by the artists from Godolo colony: Kordsfoy Kriesch Aldar, Nag)> 
Sandor, Thoroczkai Wigand Ede §i Roth Miksa, they> had combined fashionable trends from that era by 
calling the Japanese art, medieval and Byzantine art resulting in an asymmetrical space full of 
decorations. The main feature of these paintings is that the plans are confused and surface is 
dematerialized by the 2dimension feature of the surface. In the works with human figures, the hieratism 
seen in an isolated manner, creates a harmonious atmosphere that garnishes the compositions. The 
inside decorations is much more complex and much richer than the one from the outside of the palace, 
characterized by linear, rhythmic and repetitive forms. The mural paintings follow faithfully the 
characteristics of symbolism exploring a rich and varied repertoire of vegetal and an imal figu res. 

Keywords: Hungarian secession, mural paintings, symbolism, Targu Mures, Palace of Culture. 


Palatul Culturii reprezintS una din cele mai importante edificii istorice din centrul Targu 
Mure§ului, datoritS valorii sale arhitecturale, a mesajului istoric si spiritual. Edificiul a fost 
proiectat de cStre arhitecjii Jakab §i Komor, Hind considerate o opera de marcS a ora§ului din 
acea perioadS, reprezentativ pentru stilul secession. Acest ansamblu arhitectural uime§te prin 
grandoarea elementelor de influenza stilisticS a perioadei romantice, dar in acclasi timp reflects 
conditiile momentului, adicS legStura dintre forma §i continut care s-a inspirat din manifestSrile 
artistice europene ale epocii, anume perioada Art Nouveau. 1 Modelul spre care a evoluat stilul 
palatului se traduce prin structuri expresive si originale care definesc arhitectura 
targumureseanS ca una plinS de personalitate §i independents intr-o oarecare mSsurS de Art 
Nouveau-ul din Europa. 

Interiorul palatului este ornamentat cu o serie de picturi murale, reprezentative secessionului 
maghiar, fund lucrate de artistii coloniei de la Godolo: Korosfoy Kriesch Aldar, Nagy Sandor, 
Thoroczkai Wigand Ede §i Roth Miksa 2 , care combinS tcndinlclc la mods in epocS, prin apel la 
arta japonezS, medievalS si bizantinS rezultand un spajiu asimetric si plin de decoruri. 
Principala caracteristicS a acestor picturi constS in faptul cS planurile se confundS §i formele 
sunt dematerializate prin bidimensionalismul suprafejei. In lucrSrile cu figuri umane 
hieratismul vSzut in mod izolat creeazS o atmosferS armonioasS care insenineazS compozipile. 
Decorapa de care se bucurS interiorul este mult mai complexS §i mult mai bogatS decat cea 
realizatS pentru exteriorul palatului, caracterizandu-se prin forme lineare, ritmice si repetitive. 
Ornamcntapa muralS urmSrcstc cu fidelitate caracteristicile simbolismului, mergand pe un 
bogat si variat repertoriu vegetal si animalier. 

Holul mare al palatului este impanzit cu decorapa tavanului §i a intradosului arcadelor 
transversale ce te introduce in atmosfera orientals prin gama cromaticS. Pictura ornamentals a 


1 Ailincai, Airina, Influenta secesionismului in Transilvania p Banat in arhitectura p artele decorative, Teza doctorat, p. 10 

2 Traian Dusa, Palatul Culturii din Targu Mures, Editura Nico, Targu Mures, 2008, p. 14. 
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fost conceputS de Korosfoy Kriesch Aldar si prezintS elemente stilistice din gama variatS a 
iconografiei Art Nouveau : motive florale §i vegetale. 3 Aceste motive deja evoluate ale stilului 
se prezinta intr-un spirit aerat din punct de vedere stilistic, cu un caracter elegant §i sinuos 
determinat de mi§cSri ondulate §i flexibile. Interesul pentru plante lungi, tulpini si flori, muguri 
§i boboci justified alegerea ca modele pentru frumusctca lor, cat §i pentru liniile §erpuitoare ce 
oferS artistului posibilitSti multiple de expresie ale liniei. 4 Mergand pe stilul organic, plantelor 
li se acordS o mare importanta Hind redate pared in cre§tere §i in acclasi timp pared prelingandu- 
se pe perejii clddirii. Motivele se onduleazd intr-un ritm perfect creeand un ansamblu decorativ 
uimitor, ce impresioneazd de la prima privire, in stilul Art Nouveau. 

Gama cromaticd este si ea foarte variata, surprinzand prin contrastele putemice pe care se 
bazeazd. Dominant este tonul de verde §i auriu, dupd care se remarcS albastrul si violetul. Toate 
culorile acestea fiind saturate reu§esc sd se impunS mult mai u§or datoritS energiei pe care o 
transmit. Frescele, in numdr de zece se constituie ca piesa de rezistenjd a decorajiei holului, 
fiind realizate in tehnica fresco buono. 5 Scenele se inspird din traditiile turco-orientale, culturi 
de mare interes la acea epocd pentru poporul maghiar. Acest model a fost filtrat prin folclorul 
local, ceea ce ii confers o coloratura plasticd locals. Prin urmarea arta orientals a avut un rol 
major in conceperea decorapci prezente in cadrul palatului. Panourile murale din aripile laterale 
sunt realizate de membrii §colii de la Godollo, dupa planurile lui Korosfoy Kriesch Aldar. Sursa 
de inspirape pentru aceste scene a fost folclorul local, astfel multe dintre acestea reprezinta 
episoade din viaja cotidiana transilvaneana. Prin diversificarea motivelor populare, folclorice 
§i etnologice aceste picturi murale aduc o atmosfera eclectica, iar prin incarcare aduce a teama 
de vid caracteristica artei tibetane, chineze si japonczc. 6 

Majoritatea picturilor prezinta scene pastorale, cu tarani ilustrand specificul popular 
local. Aceste compozipi se identifies cu arta 1900 din intreaga EuropS prin limbajul stilizat al 
desenului, prin contrastul liniilor drepte cu cele curbe, prin bidimensionalismul suprafejei care 
creazS atmosfera unei lumi ireale. La aceastS fluidizare a formelor contribuie si drapajul 
vestimentapei care formeazS cute paralele curgStoare ce pSstreazS funepa liniei ca dStStoare de 
viajS. 

Grupurile de personaje pSstreazS linia hieraticS de reprezentare, iar adancimea compoziponalS 
este redatS de succesiunea planurilor, perspectiva fiind ignoratS. Pe langS figurile umane, apar 
in scene si motive zoomorfe sau elemete arhitecturale care sS completeze peisajul natural. Nu 
doar din acest punct de vedere aceste picturi sunt in notS cu Art Nouveau, ci §i prin paleta 
cromaticS energies §i expresivS, care dS viatS intregului grafism. Culorile fac legStura cu fondul 
local prin ilustrarea portului popular intr-o bogatS omamentape. Este evident cS accentul este 
pus pe valoarea intrinsecS a culorilor, dar §i a liniei care contureazS forma figurilor si care 


3 **= 1 ^ ^ 4 rt Nouveau, Editura Grange Books, Rochestre, 2002, p. 14. 

4 Stephen Tschudi Madsen, Art Nouveau, Bucure§ti, Editura Meridiane, 1977, p. 60. 

5 Traian Dusa, op. cit., p. 58. 

6 Ibidem, p. 59. 


423 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


prin limbajul curbilinear apare ca potenjand valorile culturale transilvanene. 

De mare valoare artistica sunt §i 
principalele doua panouri murale, care 
flancheaza intrarea principals a Salii 
de spectacol. Dimensiunile 
considerabile ale celor doua fresce 
permit o expunere narativa a 
compozipci. Scena din latura dreapta, 
intitulata Jertfa (fig. 1) ilustreaza 
momentul unui ritual pagan de 
pregatirea a unei jetrfe. In centrul 
compozijiei se afla un mag care 
dcsavarscstc ritualul, iar in jurul lui se 
afla un grup de zece personaje, care la 
randul lor indeplinesc o anumita 
funcfie in desfa§urarea ritualului. 
Grupul de personaje cuprinde atat 
femei, barbap cat si copii, reprezentap 
in diferite pozipi care aduc compozipci un aer incarcat, dar §i o altemare intre forme. Scena 
alegorica este inspirata din mitologia maghiara. Aceasta scena ilustreaza un ritual pagan de 
inlaturare a zeitatilor rele. Inspiratia vine din zona orientului, sugerata prin cromatica bogata in 
tonuri saturate. Albastrul prezent in mai multe nuante, are rolul de a supune spiritele, avand 
calitatea de culoare sacra utilizata in magie. 7 Prezenta magului ilustrat in ligura batranului 
accentueaza caracterul de gravitate al scenei, iar prin atributul barbii acesta exprima puterea si 
integritatea. Un alt simbol prezent consta in numarul de personaje reprezentate, anume 
douasprazece, o cifra cu incarcatura simbolica, ce exprima ideea universului in miscare, facand 
legatura dintre spatiu si timp, reprezentand produsul celor patru puncte cardinale cu cele trei 
niveluri ale lumii. In fundal, apare sub o plastica stilizata un arbore, care face aluzie la arborele 
vietii in acest context alegoric. 

Simbolurile creeaza o atmosfera tensionata, una specifica desfasurarii unui ritual in care se 
aduce o jertfa. Ceea ce accentueaza aceasta atmosfera severa, mistica este si ridicarea mainilor 
de catre cele doua personaje feminine din spatele magului, dar acest detaliu poate fi §i o 
rezolvare compozitionala ce echilibreaza structura picturii. 



Fig. 1. Kprpsfpv Kriesch Aldar.. Jertfa, holul palamlui. 


7 Florentin Popescu, Dictionar de mitologie orientals, Editura Bibliotheca, Targoviste, 2005, p. 10. 
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Fig. 2. Korosfov Krieseh Aldar. Menestrelul. holul 
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palatului. 


In ceea ce prive§te panoul mural din partea 
stanga, Menestrelul (fig.2), acesta este mult mai 
aerist, grupul de personaje fund mai rasfirat decat 
in panoul precedent. Centrul compozitici este Fi S- 3 - 
dominat de un personaj masculin, a§a zisul rapsod KSSCS& bpiul palatidui- 
popular, care (ine in mainile sale o (itera la care 

parca interpreteaza cantece stravechi. In jurul lui, cuprinsi de evlavia muzicii sunt aliniate 
celelalte figuri umane, de la copii la batrani, de la femei la barbati, iar in coltul stang al lucrarii 
se afla un grup de doi ingeri reprezentaji cu spatele. Intreaaga scena se desfa§oara intr-un cadru 
natural, imaginat in acea§i maiera u§oara, evitandu-se incarcarea cu motive organice. 

In ceea ce priveste pictura interioara, aceasta uimeste prin universul simbolic pe care il 
prezinta privitorului. Temele ilustreaza balade secuiesti, maghiare chiar si romanesti printr-un 
stil narativ, ce imbina in compozitie elemente folclorice cu cele mitice. 

Una din picturile reprezentative pentru 
poporul roman este cea care o reprezinta 
pe Ecaterina Varga (fig.3). Scena redata 
de artist o prezinta pe nobila maghiara in 
momentul arestarii, cand cei doi 
jandarmi o tin de ambele maini in fata 
preotului care priveste satisfacut. 
Povestea acestei eroine este ilustrativa 
pentru lupta drepturilor romanilor din 
Muntii Apuseni. Ecaterina Varga 
nereusind sa rezolve o problema legala 
la Brasov a decis sa se adeseze Curjii 
Imperiale de la Viena, care nu a aratat 
disponibilitate, casand cazul. Astfel, ea a 
decis sa tina partea iobagilor romani in 
privinta drepturilor lor, imediat dupa 
1840. Ecaterina Varga a fost numita Doamna Motilor si a inaintat o serie de petitii si cereri 
Gubemiului Transilvaniei pentru a rezolva problema drepturilor romanilor. Acuzata de 
instigare, Ecaterina Varga a fost arestata pentru cauza romanilor si a stat in inchisoare o 
perioada de timp, dupa care exilata in satul sau natal. Chiar daca pictura nu abunda in simboluri 
bazandu-se pe fapte reale, este de mare insemnatate pentru ceea ce simbolizeaza dreptatea si 



A fost acordata o mare atenjie 
vestimentajiei personaj elor prin ilustrarea 
detaliata a ornamentelor pana in cea mai 
mica masura. Intregul proces se 
dcsfasoara in natura, intr-un peisaj deloc 
incarcat. 
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lupta pentru cauza poporului roman, avand nuante romantice. Valoarea lucrarii sta in 
semnificatia acesteia ascunsa de poveste, de destinul unei eroine tradata chiar de un alt luptator 
pentru libcrtatilc romanilor, Andrei Saguna. Tema aminteste de romantism, de exaltarea 
sentimentului national pentru libertate si dreptate. Simolistica eroului consta in legatura pe care 
o face intre valorile terestre si cele ceresti avand rolul razboinicului investit cu curaj, forta si 
indemanare dand dovada de inteligenta animata de o pasiunea spirituals. 8 
Un alt ciclu de fresce care ilustreaza mitul popular (fig.4), este reprezentat de un grup format 
din trei picturi dezvoltand o tema pastorala, inspirata din versiunea baladei Miorita care circula 
pe Valea Gurghiului. Una dintre scene il reprezinta pe ciobanul moldovean alaturi de oile sale, 
apoi scena urmatoare este cea a celorlalti ciobani: cel vrancean si cel ungurean care prin 
atitudinea lor ingandurata demonstreaza crima infaptuita. Aceste doua picturi sunt individual 
prin compozitie, dar legate din punct de vedere al subiectului abordat. 

O alta scena cu acelasi subiect folcloric, cu o puternica incarcatura simbolica pentru etnografia 
ardeleneasca este pictura care ilustreaza un grup de femei imbracate in portul popular. Alegerea 
figurii feminine se datoreaza faptului ca aceasta simbolizeaza energia sustinuta de curaj, ideal 
si bunatate. 9 Principalul simbol al femeii este cel de sursa a vietii, acesta valoare i-a fost atribuita 
inca de la primele reprezentari ale sale Hind astfel comparata cu frumusetea divina. Personajele 
fac parte din mai multe stari sociale, cum demonstreaza vestimentatia avuta, iar contextul este 
unul de sarbatoare. 

Fresce simbolizeaza valorile umane, calitatile sufletului si grija pentru spiritualitate a 
omului. Cromatica utilizata este inspirata din picturile lui Gustav Klimt, creeand o tensiune 
vizuala prin contrastele utilizate. La aceasta se adauga influcnta locala a viziunii cromatice. 
Cele doua fresce Jertfa si Menestrelul se diferenjeaza din acest punct de vedere, Jertfa fiind 
mai greoaie, culorile realizeaza o atmosfera dramatica §i apasatoare, fiind mult mai saturate 
astfel contrastul mai putemic apropiindu-se de Nabism. In Menestrelul culorile sunt mai palide, 
domina contrastul cald-rece, iar atmosfera rezultata este una mistica, care induce o stare de 
lini§te §i pace. Cu toate ca din punct de vedere tematic, cele doua opere se completeaza, din 
punct de vedere compozijional, acestea dezvolta o puternica nota de individualizare sau 
independenta. Formele si desenul pastreaza aerul secession, prin serpentinele si liniile 
serpuitoarc la care artistul apeleaza pentru configurarea personajelor. Ritmicitatea §i simetria 
este pastrata prin intermediul pozijiilor in care sunt a§ezate personajele, deasemenea acest lucru 
este ajutat si de atitudinile si miscarilc lor. Personajele sunt legate printr-o linie imaginara, care 
trece de la unul la altul creand unitate in cadrul compozijiei. Inspiratia pentru cele doua lucrari 
vine din baladele populare secuie§ti, astfel scenele capata alura mitologica. 

Frescele se integreaza perfect in conccptia monumentului, exprima dinamism §i senzitivitate, 
justificand astfel marele renume al artistului. Ansamblul pictural din interiorul palatului aduce 
o nota orientals intregului complex, dar §i una locala. Marele merit al artistilor este ca au reu§it 
sa transfigureze arta orientals pe fondul popular autohton, iar rezultatul a fost conceperea unei 
opere eclectice la care s-au adaugat influence curentelor europene, in special cel reprezentativ 
pentru valoarea cromatica. 

Dupa cum am vazut, frescele surprind elemente simbolice menite a releva o lume a 
misterelor, a traditiilor populare. Art Nouveau, ca un stil sinestezic a incercat sa combine 
literatura cu artele vizuale rezultand povesti expresive transpuse pe suprafete plane. Aceasta 
arta a simbolului a fost preluata si de Secessionul maghiar care a reusit sa surprinda intr-un 
aranjament plastico-decorativ baladele aflate in circulate in imperiu, in special cele din zona 
Transilvaniei specifice maghiarilor, secuilor si romanilor. Pluralismul motivelor simbolice este 
dovada importantei pe care ele au capatat-o in aceasta perioada in care natiunile isi cautau o 


8 Jean Chevalier, Alain Gheerbrant, Dictioncir de simboluri, Editura Polirom, 2009, pp. 376-377. 

9 Ibidem, p. 378. 
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identitate proprie. Atat din punct de vedere compozitional, cat si estetic frescele din interiorul 
Palatului sunt ilustrative pentru secessionul maghiar, care se alia la maxima sa inflorire in 
perioada respective in Transilvania. 
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Abstract: Literature cannot be understood without a constant reference to the socio-political context 
which generated it. Whether we are talking about a reception of the literary work right from the moment 
of its appearance, or the demarche is a historical one, acknowledging the environment in which the 
writer becomes along with the defining features of the age, has constituted overtime criteria based on 
the establishment of some dividing lines. Despite that, the communist period represents a special 
moment, meaning that the terror mechanisms, the censorship and the need for legitimation of power use 
literature as a space of 'founding'' the new social and political order. 

The identification of the myths and mythical constellations—The Golden Age, The Figure of The 
Saviour, The Evil Conspiracy, The Besieged Fortress—which represent the communist era, makes 
possible the discovery of a specific literature, be it subjugated or tolerated. The report between reality 
and fiction disappears, thus the literary work often loses the aesthetical dimension, hence becoming an 
establishing "document" of the new order. 

We are therefore witnessing an "imposed crisis" of the Romanian literature's modernity. As a typical 
process in the Occident, this is defined by the transformation of the ego, the death of the divinity, the 
relationship with The Other and the language crisis. The crisis of the identity appears here in the context 
of the "new man "’s arrival, meanwhile the relationship with the deity is generated by the party politics, 
as well. The Other is "The Stranger" or the ancestor from a rewritten and fictionalised history, necessary 
for the creation of the identity assumed by the communists "towards whom the man can only relate 
according to the official opinion. Concerning the language, the crisis manifests itself in its own 
uniformity and the transformation into the wooden language. In this context, postmodernity arises in a 
world deprived of postmodernity as a revolt against mystification and becomes a way of su rvival, a 
manifestation of the truth's poetry and disclosure in a fictional text which opposes against the 
fictionalisation, born and consented by the party documents or historical writings. 

Key words: imposed crisis, the communist period, postmodernity, mythical constellations, revolt 


Pomind de la afirmatia ca "in mit percepem cel trial bine, pe viu, legatura dintre 
perturbarile cele mai secrete ale psihismului individual si presiunile imperative si tulburi ale 
existentei sociale Eugen Negrici lanseaza o cercetare mitogenetica a literaturii romane, 
urmarind ’ felul si masura in care mitul distorsioneaza demersul interpretativ si structureaza 
procesul creator." 1 2 Regimurile totalitare ale secolului al XX-lea se servesc de o ’’constelatie” 
de mituri: Poporul Ales, Cetatea Asediata si Complotul Malefic, carora li se adauga Mitul 
Varstei de aur - prezente sau viitoare-, al Savatorului sau al Omului Nou. Aceste constelatii 
mitice stau la baza imaginarului literar, caci "de la nasterea ei, literatura romana moderna a 
preluat temerile legate de fragilitatea fiintei nationale, preschimbandu-le in temeri legate de 
fragilitatea ei. (...) Nelinistile, traumele, accidentele istorice, spaimele fiintei nationale au 


1 Eugen Negrici, Iluziile literaturii romane, Editura Cartea Romdneasca, Bucurepi, 2008, p. 17 

2 Ibidem, p. 15 
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secretat toxine sau stimulenti specifici, care au inraurit, nemchipuit de mult si pana in 
articulatiile lui profunde fenomenul literar romanesc" 3 . Literatura romana, atat in procesul de 
creatie, cat si la nivelul receptarii acesteia, este generata de doua stari de constiinta generatoare 
de mituri: sentimentul “vacuitatii si al frustarii”, generat de decalajul fata de marea literatura 
universala si ”cel al primejdiei prezente sau viitoare”, ambele favorizand inclinatia spre 
idealizare. Tabloul literaturii din epoca comunista se construieste si in fimctie de trasaturile 
dellnitorii ale instantelor auctoriale: ipostaza scritorului mesianic, construita la noi incepand cu 
1848, si a cititorului bovaric sau paliativ 4 . 

Intr-un asemenea climat politic, literatura romana evolueaza in salturi generate de 
plenarele Partidului Comunist, sustine Eugen Negrici, afirmand ruptura de la momentul 1948. 
Cele trei perioade delimitate din perspective istorica si political realismul socialist, 1948-1964, 
liberalizarea diversionista, 1964-1971, reindoctrinare ideologica si izolationalism ceausist, 
1971-1989, sunt puse sub semnul tutelar al politicului. Fie ca vorbim despre epurarea din primii 
ani ai comunismului sau despre liberalizarea din anii 70, totul trebuie receptat sub ’’umbrela” 
privirii totalitare a Partidului. Exceptiile, cazul Nichita Stanescu, reusesc doar sa completeze un 
tablou dominat de ideologia comunista. In acest context nu se mai sustine nici ideea 
’’generatiilor de creatie” "am zice ca dupa 1948 a aparut, cu ajutorul puterii, o grupare (de 
tineri si mai putin tineri) care a sprijinit ideologizarea literaturii si preschimbarea ei, prin 
«metoda> realismului socialist, in factor de propaganda. Iar ca reactie la aneantizarea 
literaturii s-a configurat, dupa un timp, o tendinta timida, (reprezentata de cativa scriitori de 
toate varstele si cu biografii diferite) de regasire si afirmare-fie si prin concesii- a specficului 
actului artistic. >” 5 si se pot doar delimita doua tipologii de scriitori: cei aserviti si cei tolerati, 
ambele sub privirea atenta a Partidului. 

in anii de inceput, literatura devine instrument de propaganda, isi insuseste ideologia 
comunista, ideo-estetica, construita pomind de la tezele lui Marx, Engels, Lenin si Stalin. 
Enumerand temele interzise in aceasta etapa, criticul literar intelege toata literatura comunista 
ca reactie la acest moment. ’’Literatura” creata in aceasta etapa prin metoda realismului socialist 
are o functie ’’sacra”, de intemeiere a unei lumi, a Varstei de Aur a omenirii. Se observa cu 
usurinta cum actul artistic isi pierde trasaturile delinitorii, nu numai in lipsa oricaror calitati 
literare a textelor, ci si in sensul uniformizarii produsului artistic prin impunerea temelor si a 
modalitatilor de reprezentare. ’’Tipizarea politica a realitatii” corespunde miturilor totalitare si 
se supune unor interdictii lansate de oficialitati: "sa nu faci loc vietii intime a eroilor, sa nu dai 
frau liber sentimentelor impure politic, milei, admiratiei afectivitatii exercitate neconditionat 
si in afara perspective luptei de clasa, sa nu te ocupi de faptul divers, de amanunte 
neinteresante, pitoresti, nesubordonate conflictului, sa nu adapostesti limbaj licentios sau 
numai buruienos (ramasite ale mentaliatii burgheze), sa te feresti de pacatul «strigator la 
cer» al gratuitatii, caci ea reprezinta o neavenita forma a insubordonarii. ” 6 

Aceeasi subordonare a creatiei artistice la ideologia politica o surprinde si Lucian Boia. 
Istoricul pomeste de la o analiza a discursului istoric si a celui politic urmarind materializarea 
miturilor specifice societatii contemporane asa cum sunt acestea definite in lucrarea lui Raul 
Girardet: mitul Unitatii, al Conspiratiei, al Salvatorului si al Varstei de Aur. Ne vom opri aici 


3 Ibidem, p. 23 

4 ’’Este vorba despre cititorulpervertit, pe care scriitorii, manati de gandul succesului imediat l-au fdcut dependent de 
jdrdmele consolatoare de adevar politic §i social strecurate, pe ici, pe colo, prin pdrtile neesentiale ale cartilor. Cititorii 
bovarici, avizi de literatura evadarilor de orice fel, ravnind o lume diferita, spectaculoasa, mirobolanta, jara umbrele 
amenintatoare ale Securitatii, fara uracioasa dadaceala a activipilor, foarte indeparatata de terna realitate cotidiana ” 
Ibidem, pp. 32-33 

5 Ibidem, p.130 

6 Ibidem, p. 143 
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doar asupra perioadei comuniste, incercand sa observam in ce masura imaginarul istoric, in 
mod evident determinat politic, a influentat imaginarul literar. 

In viziunea lui Boia se pot delimita trei tipuri de discurs istoric corespunzatoare a trei 
etape: dupa o perioada de tranzitie, 1944-1947, descoperim o faza antinationalista a 
comunismului. Impunerea brusca si radicala a modelului sovietic marcheaza o ruptura 
definitiva in procesul de constructie identitara a Romaniei. Daca idealurile nationale structurau 
pana acum atat discursul istoric, cat si cel politic sau literar, asistam la o orientare 
internationalists impusa de noul model materializata atat in plan existential, cat si la nivelul 
discursurilor. Dintre miturile politice definitorii putem afirma ca domina cel al Conspiratiei, in 
timp ce mitul Unitatii - fie etnica,fie spirituals - este anulat. Starea de crizS, de dezechilibru in 
care se aflS societatea romaneasca dS nastere mitului Salvatorului ”actioneaza ca distrugator 
al unei ordini(sau dezordini) pentru a instaura o noua ordine ” 7 , importat din spatiul rusesc in 
figura lui Lenin si apoi a lui Stalin, care va materializa la noi un tip hibrid, Cincinnatus- Solon, 
TatSl protector. 

InteleasS ca o ’’restructurare materials, socials si mentals” a societatii, etapa primS a 
comunismului se defineste in termenii unei permanente Conspiratii, fie din exterior - 
Occidentul, America -, fie din interior - dusmanii poporului- necesare pentru impunerea noilor 
’’idealuri”. ” Caracteristica miturilor de conspiratie este reducerea istoriei si a politicii la un 
singur principiu, iesit din credinta ca istoria avanseaza si ca poiitica se face prin comploturi" . 8 
Astfel, momentul mitic al inceputurilor comuniste, 23 august 1944, este definit ca ’’eliberarea 
Romaniei” de cStre sovietici de sub jugul imperialismului, iar Occidentul si America sunt forme 
ale acestui imperialism si ale decadentei. Modelul sovietic asumat, se pare cS mai bine decat in 
celelalte state comuniste, presupune si eliminarea elementelor decadente din interior si astfel 
asistSm la o ’’vanatoare” a dusmanilor poporului 9 . DacS pomim de la a defini acest mit al 
Conspiratiei in termenii Sine-CelSlalt, observSm transformarea acestuia in StrSinul care 
”trezeste sentimente de neliniste, de insecuritate, de teama. Strain sau marginal, el serveste 
perfect de sperietoare sau ca tap ispdsitor ,,1 °. Societatea va fi dominatS de aceastS stare de 
angoasS necesarS pentru impunerea unui regim totalitar. ” Complexul de cetate asediata nu face 
decdt sa le ofere un alibipropriei lor agresivitatf’’ * 11 . CelSlalt, StrSinul, va fi oricine nu aderS la 
ideologia Partidului si, in virtutea acestei mitologii, va putea fi eliminat in numele CetStii 
asediate. Asa se naste in spatiul romanesc mitul (si nu numai) SecuritStii, create in 1948 12 . Toate 
crimele regimului sunt justificate in numele ’’cetStii asediate” - colectivizarea, subordonarea 
Bisericii ortodoxe si desfiintarea celei greco-catolice, propaganda ateistS, inchiderea sau 
uciderea oamenilor de culturS, industrializarea masivS, orientarea spre productie. 


7 ’’Girardet casifica patru tipuri ale Salvatorului: tipul Cincinnatus, figura inteleptalui, a batranului care simbolizeaza justitia, 
regalitatea, omul-institutie; tipul Alexandra cel Mare, figur indraznetului, a comandantulu de osti, chiar aventurier, simbol al 
tineretii acesta fund, de obicei, un erou inspirat, sortit; tipul Solon, figura legiutoralui, fondator al unei noi ordini si tipul 
Moise, figura sacerdotului, a profetului, vizionar al timpurilor viitoare, marcat de un impuls sacra, aducand cu un conducator 
al unui ordin religios, chiar daca este, de pilda,conducator de staf’Ruxandra Cesereanu in Mitopolitica romaneasca in secolul 
XX, www.memoria.ro 

8 Lucian Boia, Istorie si mit in constiinta romaneasca , Editura Humanitas, Bucuresti, 2006,p. 201 

9 Prin acest fals complot fiind arancati in inchisori, lagare, colonii si azile psihiatrice toti cei considered anticomunisti, non- 
comunisti sau indiferenti, dar si comunisti care nu erau fanatici sau care devenisera indezirabili regimului (estimarile indica o 
jumatate de milion de detinuti politici intre 1944 - 1964, dintre care cam jumatate au pierit pana in 1963-1964 cand a avut loc 
gratierea politicilor in Romania) Ruxandra Cesereanu, loc. citat 

10 Lucian Boia, Pentru o istorie a imaginarului,Editura Humanitas, Bucuresti, 2000, p. 198 

11 Ibidem, p. 199 

12 ’’Securitatea este proiectata de liderii comunisti si de membrii insisi ai organului de represiune ca o societate si o 
organizatie oculta, apta sa controleze total prin intermediul dosarelor (acestea fiind vazute ca un dublu de informatii reale sau 
false ale omului din came si oase cercetat de Securitate), al informatorilor (delatorilor) si nu in ultimul rand prin intermediul 
presiunilor fizice si psihice (torturii) asupra victimelor” R.Cesereanu, loc. cit 
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O asemenea mitologie politics presupune si rescrierea trecutului astfel incat sS 
legitimeze prezentul. Miturile fondatoare ale poporului roman - sinteza dacoromanS - sunt 
eliminate, iar in locul lor apar cele internationaliste si principiile luptei de clasS. Romanii devin 
cotropitori, iar etnogeneza este asociatS expansiunii slavilor, froniterele actuale Hind estompate 
prin cufundare in marea slavS 13 . Momentele definitorii ale istoriei Romaniei vor fi mistilicate 
cu intentia anulSrii ideii nationale. Prezentul oferS imaginea Salvatorului de tip Cincinatus 
Solon - Tata al poporului - Stalin alSturi de cea a Eroului inspirat- tipul Alexandru cel Mare - 
Gheorghe Gheorghiu Dej. Sunt pSstrare figurile legendare ale voievozilor care au luptat in 
numele ’’pricipiilor comuniste” - Ion VodS cel cumplit - tSietorul de boieri, Stefan cel Mare si 
sunt amplificate imaginile unor strSmosi care au luptat impotriva clasei asupritoare: Gheorghe 
Doja, Nicolae BSlcescu. 

Activand mitul politic al Conspiratiei, atat in raporturile cu exteriorul, cat si in 
raporturile interne, societatea romaneascS din prima etapS comunistS este ’’educatS” de o 
literatura ganditS ca instrument de propaganda. Eugen Negrici sustine cS suntem in fata unei 
literaturi care creeazS mentalitate avand ca fond ura impotriva celuilalt - mai bogat, diferit fata 
de tine. E perioada unei literaturi agitatorice care se adreseazS unor mase semianalfabete, intr- 
un limbaj accesibil, usor recognoscibil, si care propune un model crestin familiar romanului, in 
numele unei religii fSrS Dumnezeu, bineinteles. Miturile politice ale conspiratiei isi au 
corespondentul in literatura in mitul Varstei de Aur. Temele impuse ” In acest exercitiu de 
pietate, care presupunea mii de matanii si rostirea aceleiasi formule, li se insufla viitorilor 
soldati ai credintei comuniste cultul sfintilor martiri (soldatul sovietic - eruol civilizator; 
comunistul care s-a jertjitpentru fericirea noastra), cultul apostolilor credintei (Lenin, Stalin, 
Gheorghiu Dej), cultul bisericii ocrotitoare (Particlul), cultul regatului ceresc - paradisul 
dreptior (Uniunea Sovietica), cultul omului nou, exorcizat, izbavit, mantuit prin dreapta 
credinta, vigilent, infruntand tenatii pagane, trecutul rusinos, incarnarile viclene ale 
dusmanului, bucurandu-se de trezirea la viata cea noua(”de la orase si sate’’) si ravnind la 
beatitudinea, la fericirea promisa si eterna a dreptcredinciosilor (raiul comunist) ,,u puse in 
forma cu instrumentele realismului- comunist, creeaza imaginea celei mai bune dintre lumile 
posibile. Aflata sub controlul deplin al Partidului care a ’’curatat’’ spatiul literar romanesc de 
’’resturile si dejectiile culturii burgezo -mosieresti” 15 , literatura acestei perioade propune false 
valori combinand miturile invidiei si ale sperantei: prezentul luminos, eroul comunist (taran sau 
muncitor), lupta de clasa etc. 

A doua perioada sta sub semnul recuperarii trecutului si este marcata de Declaratia de 
independents din 1964. Discursul istoric se schimba radical renuntandu-se la internationalism 
in favoarea nationalismului. Schimbarea se pare ca este specified tuturor statelor comuniste, 
lider fund si de aceasta data, URSS din timpul lui Stalin ”Fenomenul este asadar, general si se 
explica, in ansamblu, prin caracterul izolationist al utopiilor (indiferent ce proclama ele) ca si 
prin incapacitatea comunismului e a oferi oamenilor altceva deedt existenta in cel mai bun caz 
mediocrd.f...) Discursul nationalist este cea mai simpla, mai freeventa si adesea cea mai 
eficienta diversiune in fata dificultatilor reale care se acumuleaza. ” 16 Intr-un spatiu orientat 
identitar spre o latura nationalists, discursul puterii a avut impactul scontat. Trebuie insS 
precizat cS asa numita liberalizare din anii 1960-1970 este doar o iluzie, modelul structurant 


13 Poporul roman s-a format abia dupa separarea romanitatii balcanice de romanitatea nord-dunareana in unna invaziei 
slavilor, mai precis - in ultimele secole ale mileniului I e.n. , in spatiul de a nordul Dunarii de jos, avand ca teritoriu nucleu 
tinuturile de deal si de munte ale Daciei, Lucian Boia, Istorie si mit.ed. cit., p. 202 

14 Eugen Negrici, Literatura romana sub comunism,ed. cit, p. 19 

15 Eugen Negrici, Iluziile literaturii romane,ed. cit., p. 128 

16 Lucian Boia, Istorie si mit in constiinta romaneasca,ed. cit., p. 127 
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Hind in continuare cel sovietic. 17 Dintre miturile politice, dominant este cel al Unitatii. Astfel, 
sintezele de istorie publicate in aceasta perioada revin la miturile fondatoare traditionale, 
operand si excluderea slavilor din etapa de formare a poporului roman prin coborarea in timp, 
inspre secolele al IX-lea - al X-lea a momentului formarii. Sunt recuperate figurile mitice ale 
Salvatorului - Alexandria loan Cuza, Nicolae Balcescu, Avram Iancu in descendenta carora se 
va aseza Nicolae Ceausescu. In plan cultural asistam la o miscare de recuperare a scriitorilor 
pana atunci interzisi in aceeasi perspective de legitimare a prezentului, de cele mai multe ori 
prin texte cenzurate, deci mistificate. Venirea la putere a lui Nicolae Ceausescu in 1965 
marcheaza o ruptura de epoca precedents, a ’’obsedantului deceniu”, in numele unui ’’comunism 
de omenie”. Aceasta libertate este pe deplin reflectata in spatiul literaturii unde asistam la o 
dubla ’’eliberare” a scriitorului: din perspectiva temelor impuse de Partid si din perspectiva unei 
critici absolute a cenzurii. Deschiderea e evidenta atat la nivelul fonnelor - in proza asistam la 
o rapida sincronizare cu experientele noului roman si dorinta de renuntare la naratologia 
traditionala, cat si la nivelul temelor - lumea intelectualilor, a targurilor si mahalalelor, 
sentimente, conflicte si miscari psihologice etern umane, iubirea sau chiar erorile comunismului 
incipient. Eugen Negrici considera ca doua sunt chestiunile capitale ale prozei dupa 1964 - 
problema literaritatii (literatura ca literatura) si problema adevarului (literatura ca reflectare) 18 . 
Dincolo de aceasta deschidere imbratisata de o grupare/generatie a normalizarii, continua si 
literatura aservita regimului care se adapteaza cu lejeritate noului climat la nivelul temelor, 
pastrand formele realist-socialiste. Tema luptei dintre vechi si nou in inteprinderile socialiste, 
dar si cea a istoriei nationale 19 contribuie la sustinerea Varstei de Aur. 

A treia etapa sta sub semnul nationalismului si al ’’revolutiei culturale” declansate in 
1971 ” nationalismul devine argumentul istorie si politic decisiv. Uniti in intreaga lor istorie, 
uniti in jurulpartidului unic si al Conducatorului, romanilor li se infuzeaza vocatia unitatii, cu 
alte cuvinte a subordonarii individului fata de organismul national si totodata a delimitarii 
stride a propriei natiuni fata de celalte ” 20 . Momentul pare a fi o sinteza perfects a celor patru 
mituri amintite in demersul de legitimare a ’’Epocii de aur”. DacS ar fi sS alcStuim o ierarhie, 
putem aseza la baza acestui tip de discurs mitul Unitatii si al ContinuitStii. Discursul istorie se 
rescrie, incS o datS, pentru a ilustra nu numai Varsta de Aur a epocii, ci a intregii istorii a 
Romaniei. Astfel, in pantenonul romanesc se aseazS figura lui Burebista, primul rege dac in 
descendenta cSruia se aflS insusi Ceausescu. Sustinand ideea dacicS, istoricii de la Institutul de 
istorie al Partidului demonstreazS (sic!) crearea unui singur stat romanesc pe teritoriul vechii 
Dacii. In 1975 Programul partidului comunist nominaliza personalitStile din istoria Romaniei: 
Burebista, Decebal, Mircea, Stefan, Mihai, Gheorghe Doja, Horea, Closca si Crisan, Cuza si 
Ceausescu. ’’Actualizarea” istoriei permite de fapt eliminarea romanilor sau, in cazul fericit, 
diminuarea influentelor acestora in formarea poporului roman. Descoperim cu uimire caracterul 
preromanic sau latin al limbii tracilor, basorielefurile de pe Columna lui Traian sunt argumente 
in favoarea acestor afirmatii (dacii vorbesc aceeasi limbS cu romanii, neavand interpret), dacii 
folosesc scrisul si chiar au o filosofie bine conturatS. Se propune infiintarea unei Catedre de 
limba daca la Universitatea din Bucuresti. Continuitatea e sustinuta atat prin existenta 
neintrerupta a romanilor in acest spatiu - Dacia e ”stat neorganizaf ’ ramas dupa retragerea 
aureliana -, cat si prin existenta unui sir de domnitori care lupta pentru unitatea romanilor. 
Stefan cel Mare e ”domn al tuturor romanilor”, Mircea cel Batran realizeaza prima unire prin 
alipirea Dobrogei la Tara Romaneasca, 1848 este un moment esential pentru unificarea politica 


17 Liberalizare, desigur, in raportcu anii 50 in masura in care §i fostii detmutipolitici erau mai liberi in afara inchisorii, sub 
supraveghere mai mult sau maiputin discretd, deedt intre zidurile acesteia. (...)Libertatea societatii rom&nesti intre 1964 si 
1971 este limitata si supravegheata. Ibidem, p. 129 

18 Eugen Negrici, Literatura romana sub comunism, ed. cit., p. 160 

19 Ibidem, pag 163 

20 Lucian Boia,Istorie $i mit in conpiinta romaneasca, ed.cit, p. 132 
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a spatiului romanesc. Asezat in descendenta unor asemenea figuri mitice, Ceausescu devine 
Salvatorul absolut, incarnandu-1 atat pe Solon, legiuitorul, aparent reformator raportat la 
’’obsedantul deceniu”, cat si pe Moise prin dorinta de a reprezenta vointa poporului in fata lumii 
intregi. 21 

Schimbarea regimului se resimte si la nivelul productiilor artistice prin procesul de 
redogmatizare asemSnStor anilor 1950. De data aceasta, insS, reactia scriitorilor este mai 
putemicS, literatura romanS isi continuS traseul spre literaturitate si adevSr. Ca rSspuns la 
politica oficialS de poleire a socialismului ceausist, realismul ’’coboarS in stradS”, cautS zonele 
uitate de marea literatura, fictiunea fuzioneazS cu exegeza. DacS in perioada 1964-1971 vorbim 
despre o recuperare a modelului interbelic si o sincronizare cu proza francezS postbelicS, dupS 
1971 sporesc numSrul formulelor artistice, apare proza autoreflexivS si metaliteratura. DouS 
momente contribuie la erodarea paradigmei moderniste, tarziu instalate in spatiul literaturii 
romanesti, in viziunea lui Eugen Negrici 22 : Scoala de la Targoviste si optzecistii prin primatul 
parodicului. Daca Scoala de la Targoviste e un model de eroism pasiv, de rezistentS prin izolare 
in grup, optzecistii reprezintS un nou avangardism si neoautenticism, in sensul in care inovatiile 
acestora reprezinta de fapt strategii de subminare, de protectie si relativizare. 

Am considerat importantS o asemenea retrospective asupra literaturii romane din 
perioada comunistS in primul rand din perspectiva legSturii dintre politic si literar. ConsiderSm 
ca intr-adevSr nu se poate vorbi despre o epocS din istoria literaturii romane, ci de un moment 
aparte, o crizS generatS de detumarea principiilor creatiei literare. Raporturile cu cenzura 
comunista, interventia brutalS a politicului in actul artistic, pierderea autonomiei estetice a 
literaturii sunt semne ale unei evolutii impuse si nu a uneia organice. Modernismul interbelic, 
care isi primeste retrospectiv calitatea de paradis pierdut, este intrerupt de mecanismele 
realismului-socialist, de o literatura care e lipsitS de literaturitate. Chiar daca relativa 
liberalizare din anii 60 pennite sincronizarea cu literatura occidentals, sfarsitul modernitStii sau 
chiar o paradigms a postmodernismului vor II rodul unei intentii asumate de scriitori, a unor 
mecanisme de apSrare si protectie si nu evolutii firesti ale literaturii. 

In acest sens Sanda Cordos demonstreazS transformarea ncfireasca a societStilor sub 
comunism si a literaturii rSsSritene in raport cu societatea si literatura Occidentului. Criza 
modernitatii, proces llrcsc in Occident, e analizatS prin transformarea eului, moartea divinitatii, 
relatia cu Celalalt si criza limbajului. Astfel, putem vorbi despe un eu liric care isi piere unitatea 
interioara, care face loc fie subiectului impersonal -definit de Mallarme - eul devine o 
platitudine pe care o are Universul spiritual de a se vedea si de a se dezvolta, o impersonalizare 
inteleasa drept contopire cu Unicul primordial (Nietzche), fie subiectului scizionat - Eu este un 
altul (Rimbaud), eul e populat de Celalalt, Ceilalti/ Strainul. Protagonistul modernismului 
traieste in absenta lui Dumnezeu, stare asumata pozitiv- Marx sustine ca religia e mijloc de 
exploatare, in timp ce Freud o defineste in termenii unei nevroze obsesionale universale a 
umanitatii - sau negativ - Dostoievski crede ca totul fund posibil, omul experimenteaza Raul. 
Ruptura e o alta constants a crizei modenismului, o rupturS care se manifests atat in relatie cu 
strSmosul - absenta memoriei care nu ii aduce fericirea - cat si in relatie cu fratele, vecinul, o 
crizS a comunitStii si o afirmare a individualismului - formS de intratabilS solitudine. Aceste 
mutatii se materializeazS in criza limbajului care devine strigSt ori se multiplies panS la 
fragmentarea sau subminarea comunicSrii. 

Criza este prezentS si spatiul romanesc fSrS sS fie una fireascS ”dupa 1945 criza care se 
instituie la noi este una instaurata prin manevre politice, prin imixtiunea brusca a puterii in 


21 "Mai cu seama comunismul romanesc, sub Ceausescu, a incercat sa creeze a devarata mo f ten ire a figurii Salvatorului (in 
care intrau diverse nuante de la Biruitor, Pedepsitor, Cuceritor, Revolutionar, Intelept) dictatorul revendiedndu -57 ca 
antecesori figuri ca Decebal, Mircea ce / Batran, §tefan cel Mare, Vlad Tepe$, Mihai Viteazul, Nicolae Bdlcescu sau 
Alexandru loan Cuza ” Ruxandra Cesereanu in lucr.cit. 

22 Eugen Negrici, Literatura romana in comunism, ed.cit.,p. 237 
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interiorul arteiP ” Dupa manifestable ’’criziste” din 1946-1947 care avertizeaza in legatura cu 
implicarea politicului in literatura, ”criza culturii e criza libertatii individuale”, in spatiul 
romanesc se instaleaza teroarea comunista. ” Partidul comunist, insa, prezinta ideologia cafiind 
o stiinta si tocmai in numele stiintificitatii acesteia e ridicata deasupra tuturor lucrurilor, fiind 
socotita inviolabila si intangibild.(..)textele constitutive (sub nume «stiintific»: documente 
de partid) sunt descifrate de un cere restrans de hermeneuti si prelucrate apoi de sus in jos, 
trecute de la initiati la neofiti, cu scopul de a realiza o «evanghelizare>> totala a maselor. 

’■>24 

Partidul se legitimeaza in baza Cuvantului, ideologia devine Text, o fictiune care se vrea 
unica si reala despre o realitate proteica. Practicand acest mecanism al dedublarii, Partidul 
Comunist provoaca criza identitatii - omul nou, ideal comunist, fictiune prezenta in 
documented de partid in conflict cu omul vechi, care ramane acelasi. Asistam astfel la o criza 
specified sfarsitului modemitatii occidentale, de data aceasta provocata artificial. Eul dispare 
intr-o masa amorfa, psihologia omului nou e a celui care a murit ca individ. ’’Ye inregistreaza 
un permanent conflict intre un noi devorant si un eu victimizat, aflat in pericol de disparitie 
prin depersonalizare .” 25 Individul este obligat sa se intoarca inspre sine conspirativ, a gandi 
ceva si a sustine opusul devine un modus vivendi. Literatura ofera insa posibila salvare a eului 
scizionat, mai putin in perioada realismului - socialist, printr-o cultura a eului. O alta trasatura 
a modernismului occidental este singuratatea fiintei, ruptura de trecut si de comunitate in acelasi 
timp. Daca in Occident este o optiune a individului, la noi aceasta este parte a ideologiei de 
partid care transforma tradarea semenului in forma de loialitate. Avand ca scop dezbinarea, deci 
manipularea, Partidul construieste o legislate care rasplateste delatiunea creand o atmosfera 
dominata de frica, de teroare. ” Prin urmare, in numele unui fals revolutionarism, de faptpentru 
a-si asigura suprematia nestingherita peste o tarn de oameni cat mai singuri, puterea 
comunista distruge sistematic vechile table ale legii, valorile comunitare traditionale(..) 
Vinovatia insasi sepolitizeaza”. 26 Si in relatie cu Stramosul asistam la o sciziune. Trecutul este 
abolit, el devine instrument ideologic, scris si rescris in maniera diferita pentru a justifica 
prezentul luminos - alt moment care contribuie la criza identitatii. Supraproductia de limbaje 
care deforma comunicarea in Vest isi are echivalentul intr-o uniformizare a limbajului. 
”Puterea se proiecteaza si aid in rol de centru unic al rostirii comunitare. Cand nu foloseste 
limbajulpentru a brutaliza sau pentru a supune, ea il utilizeaza pentru a consacra prin discurs 
fictiunea plasmuita de ea insasi despre o realitate inexistenta .” 27 Inca o data literatura devine 
un spatiu privilegiat, de salvare a fiintei print-o poetica a sinceritatii si a adevarului. Paradoxal, 
literaturii ii revine rolul de a ilustra realitatile vremii, intr-un moment in care toate celelalte 
discursuri fictionalizau aceasta realitate. E o asumare inversa a codurilor, dincolo de functia 
estetica literatura primeste una civica. In numele Fictiunii si la adapostul acesteia se poate 
cobori in strada, se pot proiecta adevaratele drame individuale, se poate rosti Adevarul. Se 
instituie astfel relatia dintre scriitorul misionar si cititorul paliativ, gata sa descopere faramele 
de adevar, sa isi umple singuratatea. In spatiul lecturii se reface solidaritatea atat de dorita, se 
dezvaluie Raul dintr-un Prezent Luminos. 

Criza individului este augmentata si in termenii relatiei cu Dumnezeu. Daca in Occident 
acesta este ucis, in Est este ’’executat politic”. Din ordinul Partidului, respectand inca o data 
modelul rusesc, bisericile sunt distruse, sunt persecutati, inchisi sau ucisi oameni din spatiul 
religios. Aflat in fata unei mesianism fara substrat religios, omului i se cere sa renunte la 
credinta in Dumnezeu, ceea ce accentueaza dualitatea si sciziunea interioara. Regasim astfel 


23 Sanda Cordos, Literatura intre revolutie fi reactiune, Editura Biblioteca Apostrof, Cluj Napoca 2002, p 67 

24 Ibidem, p. 140 

25 Ibidem, p. 150 

26 Ibidem, p. 163 

27 Ibidem, p. 167 


434 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


dublul limbaj, dublarea individului care gandeste si se manifesto diferit. Recuperat in spatii 
intime si in literatura, Dumnezeu ramane parte din sufletul national romanesc. 

Instalarea unei crize a identitatii, a eului scizionat, pe fondul dictaturii comuniste, se va 
reflecta si in literatura ultimelor decenii din epoca. Daca observam o evolutie organica a fiintei 
in raporturile cu ea insasi, cu ceilalti ori cu divinitatea, care face posibila reconstructs identitatii 
in Vest, la noi, aceasta criza este una permanenta si va modela chiar si mentalul postcomunist. 
Sanda Cordos sustine continuitatea modelului modem si a celui postmodern in literatura, 
factorul comun fiind criza identitatii "Ceea ce se modified, prin urmare, determinand sa se 
vorbeasca despre o alta paradigma culturala nu este continutul crizei (care, dimpotriva, se 
imbogateste), ci atitudinea (perspectiva) asupra starii critice ,” 28 Daca omul modem occidental 
traieste la modul tragic solitudinea si alteritatea, omul postbelic occidental - numit postmodern 
- isi asuma sciziunea ca o conditie normala a existentei. Sentimentul dominant nu mai e cel al 
alteritatii, ci al gasirii unor strategii de supravietuire. Eul scizionat este inlocuit de subiectul 
fragmentat, eliberat de angoasa fiindca e lipsit de sentimente sau de unul impersonal, rod al 
cercetarii stiintiflee in sensul definit de Michel Foucault sau Jacques Derrida. Moartea 
divinitatii permite explorarea diverselor experience religioase, in timp ce trecutul e recuperat 
doar formal, prin intertextualitate. 29 

Este evident ca alta este situarea in timp si in istorie a omului din spatiul romanesc 
comunist. Chiar daca e constient de criza identitatii, aflat sub tiranie comunista nu poate 
experimenta complementarul. Putem vorbi in aceste conditii despre rolul scriitorului din ultimul 
deceniu comunist, care reuseste, preluand tehnici si procedee postmodeme, sa ofere cititomlui 
un spatiu virtual pentm manifestarea angoaselor existentiale. Postmodemismul romanesc 
devine astfel o modalitate de supravietuire, o manifestare a poeticii adevamlui si a revelarii 
socialului intr-un text fictional care se opune fictionalizarii nascute si intretinute de 
documentele de partid sau scrierile istorice. 
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THE INFLUENCE OF CHRISTMAS CAROLS IN THE PRESENT 
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Abstract: This article is based on a meta-analytical method in which it is demonstrated the importance 
of Carols in Romania of today. Even the present society is not anymore composed by sacred elemen ts, 
the carols have their role in the people's participating in the rituals of Christmas. Carols, who are the 
song of joy about the meaning of Christmas, are becoming more and more known as a part of our 
tradition, without puting people under some questions about their true believing. Carols can be heard 
everywhere, especially through media who it helps inducing people to liminality and preparing them for 
Christmas. 

Carols are a part of Romanian tradition and are ones of the most important elements in the Christmas 
rituals. Every Romanian knows that Christmas is coming if they starting to listen carols everywhere. 
They are the bond of Christmas with people. For Christmas period, there are many concert in the cities 
of Romania where people can listen to carols sung by known artists. Romania protects its culture and 
traditions through different rituals where people are celebrating the meaning of Christmas, learning 
that it is important to teach their children about Romanian celebrations. 

Keywords: Carols, Christmas, celebration, anthropology, rituals 


1. Introduction 

Carols are traditional rituals who are creating the symbolism of Christmas. ’’Carols are 
songs of joy brought in house by carols.” Said Gabriela Rusu-Pasarin in her book „Calendar 
popular romanesc” (Rusu-Pasarin, 2006). Romanian Christmas' tradition is composed by a 
series of different rituals and the carols are represented, in fact, one of the most important of 
them. They are the source of spreading the information that the Christmas is coming in the 
society through songs of joy. Spirituality has its influences over carols, sacred can be seen in 
the rituals of carols. Romanian culture has a rich traditions in rituals that according to them, are 
the ones who are passing from the past to the future the essence of our tradition. Carols are not 
just songs of joy or songs about the Jesus Christ's birth, they are more that we can see from 
surface. If we manage to valorify carols as a base of our traditions, we can understand the 
significance of them. 

„Colindatul, acolo unde este el in floare, nu e numai o datina, el este o adevarata 
institute, cu legile si regulile el, cu o anumita organizare cu totul aparte. Intr-adevar, nici o 
alta din datinile anuale nu e cultivata cu mai mare interes decat colindatul Craciunului si nici 
o alta nu se prezinta asa de organizat ca ea ” (Caraman, 1983). 

2. Celebrating Chistmas 

Christmas celebration in our present is not anymore celebrating how it was celebrated 
in the past. Its significance has decreased especially at the cities where the profane symbolistic 
managed to fill the sacred forms of rituals (Pamfile, 1997; Ghinoiu, 2002). At the largest cities 
from Romania, Christmas is seen more as a marketing ritual than a traditional one. However, 
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carols remain as an inexhaustible source of traditional symbols where they succeeded to be 
glorified as important root of Christmas in Romania. 

Carols in the cities are heard through different forms starting from the traditional one as 
a group of children or adults singing the joys songs, to radio, television and concerts. The last 
one is a modem adaptation to the traditional form. Many children in the cities are not going 
anymore to sing in front of their neighbours or other persons because not many have the time 
to listen the group singing. Because of that, the concerts are the idea form of carols to be heard 
by people who are wanting to take part in this rituals. Starting from 1 december to Christmas 
day, in the cities there are many concerts who are sustaining the people's need to carols. In every 
Christmas concerts, artists are singing carols from our Romanian tradition, but also from the 
other culture. It is a need to improve to show to bring to people their expectations. 

Carols, as Petru Caraman is seeing them, are an anual tradition who are more cultivate 
than the others and the Christmas caroling is very organised in that period of december. Every 
city is a profane world where the tradition is kept alive through a series of transformations from 
sacred to profane. The spirit of Christmas is construing by a profane world in the need of 
conserving the winters tradition. „Colindatul de iarna este asociat in constiinta poporului 
nostru in modnl cel mai profund cu ideea de sarbatoare, de ceremonie. Fara indoiala, el induce 
cel mai eficient in randulparticipantilor senzatia de scoatere din profan si de confruntare cu 
sacruT\( Panea:2005) 

Carols are forming a sacred rituals in Romanian culture to keep and pass the traditions 
further. Children are not longer involved in the spirit of carols how they were in the past, 
however, they performe at their school different acts of singing where they glorify the 
importance of Carols in the spirit of Christmas. The emotion is still one of the most important 
feeling that the carols are generated it. This form of Carols rituals are found in school where 
they represent a repetitive act in the collective conscience. There are a reduce number of 
children who are participating in the carols rituals, but they have a complete organization where 
they respect and value the Romanian traditions and culture. In the cities, caroling is losing his 
sacred significance based more on the power that the concert have over its public. Caroling in 
the city is not seen anymore as a magical ritual that was before in the past, however, its ritual 
represents a profane way to celebrate Christmas and to glorify the meaning of carols in our 
tradition (Cucu-Oancea & Badescu, 2006; Andreicut, 2009; Coman, 2016; Sandu, 2016). 

In the present, before Christmas, there are many festive concerts in the cities, but also 
to village are in a shorter version of them. Through the participation in this concerts, the people 
from the cities or villages are performing a ritual meant to understand in a good way the 
meaning of the symbols of carols in our tradition. Carols are not just songs of joy about the 
Jesus Christs birth, they are also strong rituals that are managed to gather a public to celebrate 
Christmas. Winter celebrations are definitely a true binder of what Christmas is meaning to 
Romania and how it can be glorify at his true value. The modem days have conquer their power 
over the people and attempting to imply the profane over the sacred to bring to present the 
importance of adapting to a new form of rituals. In the cities, children are not anymore about 
going to caroling as their parents or grandparents did in the childhood, but also they are not 
refusing to take part in the Christmas rituals. It is important for our tradition to be kept alive, to 
educate the children about its importance and to induce them the need to take part in different 
rituals where they can be seen as games. Children are learning faster to adapt to society, but 
they need to understand the importance of returning to traditions and to celebrated them as 
people in the past did (Bratulescu, 1981; Bocsa, 2003; Cepraga, Renzi & Sperandio, 2004). 
Carolling is not just a simple form of celebrating Christmas, it is represented one of the rituals 
that have the power to induce to people the information that the celebrations are coming and 
they must be prepare to celebrate it. 
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At the school, children are participating in a festive feasts where they sing carols in front 
of their parents and relatives. Here, they are learning to sing further this carols and to take part 
in the traditions of caroling. 

In big cities as Bucharest, Timisoara, Cluj, Craiova and others, the carols concerts with 
known artists are bringing to the society the emotions of the past, the emotion of their return to 
childhood or innocence. These concerts are happening in the approach of Christmas, and before 
that, there will appear an announce of the shows that will happen; media is generating the 
information that people need about the concerts dates. Radio and tv are changing the way in 
which they are reporting to its audiences and they introduce the spirit of Christmas through 
songs that are celebrating the winters' spirits. Not any Christmas songs are carols, but it happens 
that they have the same line as them: are generating the feeling that the Christmas is coming. 

Christmas is one of the most important celebration in Romanian tradition from the 
sacred and profane point of view. Carols are a way to introduce people to a state of waiting or 
to liminality. In that period, people are feeling the presence of the carols as an important element 
in the Christmas period. Carols are appearing as soon as the ornaments are installed in the city. 
The announcement of the winter festive period is not just a way for the people to get a time out 
of their routine, it is represents a transformation of their present in oder to make the idea that 
the Christmas is approaching faster that they think. Christmas is more than the period where 
everybody are celebrating with their family, it is a sum of many rituals which they put people 
under some certain circumstances where they usually won't go if it was a normal day. But 
because Christmas is not just a simple day, it is a magical time, people are entering in the 
liminality with the faith that this period will be amazing for them. In the search of happiness, 
people are building new way to celebrate Christmas and adaptation to the modem day, they 
renounces to their tradition itself. 

Christmas celebration is marked by different modem actions who can affect the 
Romanian culture and its traditions. Carols are more than a forme of conservative the traditions, 
they also are representing the consequence of how people are reacted before Christmas. As the 
period of waiting is longer, people will understand the Romanian traditions and begin to return 
to Christmas' true value. „Colindatorii si comunitatea au cunostiinta unei responsabilitati 
inaelienabile, constiinta infaptuirii a ceva exemplar, esential, ca gesturile lor si efortul imnodic 
depus in noaptea dinspre 24 spre 25 decembrie au menirea de a reinstaura ordinea unei lumi 
cazute in negura haosului. Aceasta responsabilitate nu poate fi in niciun fel evitata, caci 
reprezinta facerea noastra ca indivizi ce constientizeaza misterul mortii fiintei prin 
participarea la facerea kosmosului, constientizand, in acelasi timp, misterul mortii timpului ” 
(Panea, 2005). 

Romania is a country with beautiful traditions that are starting to lose their values in the 
cities as time goes by. In the biggest city from the country, it may induce to people the need to 
take part in the profane rituals with the purpose to conserve the sacred (Busu, 2015; Calin, 2015; 
Enachescu & Tarabay, 2016; Ali Taha, Sirkova & Ferencova, 2016). 

Carols are seen as central elements that have the role to conserve the true significance of 
Christmas in our society. Even, if our society is facing some changing about the spiritual way 
in which it is celebrating the festive rituals, it may seem as a warrior who wants to protect its 
tradition. Present days don't have anymore the spirit of Romanians traditions as our 
grandparents known, instead it was transformed to another form of rituals where the profane is 
persuading the sacred and managing to improve the rituals in the modem way. Christmas is a 
signification of the past times where people are remember the period of their childhood. It is 
not longer celebrated in the same way as it was by our grandparents. Our Christmas is composed 
by profane elements and just a few sacred ones. The religious space is overcome by the 
appearance of Santa Claus where he managed to sustain the power of profane over our society 
(Keyte, Parrott & Bartlett, 1992; Kelley, 2003; Hobsbawm & Ranger, 2012). In the carols 
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nowadays, we find many times the presence of Santa Claus who is in fact, the base of Christmas 
in our times. Thus, carols are about two important subjects: the birth of Jesus Christ, the son of 
God and the coming of Santa Claus, an old man who is brining present to children. Carols have 
improved from sacred to profane as time went by and people embrace this fact. 

3. Conclusion 

Carols are seen as a bond between profane and sacred, in which we find the first in our 
present and the second in the past society. Our world is consisting in discovering new way in 
celebrating Christmas, but in the same way, we care about our tradition and we don't want to 
put them endangered. Thus, carols are songs about joy and Christmas, but are in the same time 
representing the reason that is notifying people about the fact that Santa Claus is coming soon. 
Carols are singing by children and adults in an organized gathering where they can be listen by 
a public, but also listen by smaller number of persons as neighbours, friends or relatives. Carols 
are the symbols of Christmas in every cities of villages from Romania. They are the ones who 
bring the atmosphere of Christmas closed to people and keep the tradition has our ancestors left 
for us. Carols are not just a simple songs, they are representing one of the most important rituals 
where people are participating in that period before Christmas. Winter celebrations is consisting 
in proving to the modern society that the traditions can be kept alive even they are facing the 
profane world. Society is changing, but it is conserving their tradition to keep their culture. 
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JEAN-PHILIPPE BLONDEL, G 229 . ENSEIGNER AVEC ATTACHEMENT ET 

PASSION 


Emanuel Turc 

PhD. Student, ”Babe§-Bolyai” University, CIuj-Napoca 


Abstract: Jean-Philippe Blondel is a French writer born in 1964. Fie also works as an English teacher, 
since the ‘90s, at the same high school and in the same classroom, G 229, which is the title of his 
biographical novel, a book dedicated to this profession. It’s an optimistic and convivial perspective on 
today’s school. This article explains the reason why this teacher loves his job and the way he manifests 
this pleasure of working with teenagers. It then makes a psycho-pedagogical characterization of Jean- 
Philippe Blondel. It also analyses, in an anthropological and in a poetical approach, the space of the G 
229 as a literary representation, to see its symbolics in the con text of our discussion. 

Keywords: teaching, teenagers, passion, space, attachment. 


Ne a Troyes en 1964, Jean-Philippe Blondel est ecrivain, et il est egalement professeur 
d’anglais depuis vingt-cinq ans dans le meme lycee - le Lycee « Edouard Herriot » de Sainte- 
Savine et dans la meme salle, G 229, qui est aussi le titre du roman autobiographique qu’il 
consacre a ce metier, livre couronne du prix Version Femina-Virgin Megastore en 2011. C’est 
une perspective optimiste et conviviale sur l’ecole d’aujourd’hui. 1 

Dans cette etude, nous allons voir pourquoi le professeur Blondel aime son metier et 
comment se manifeste cet amour de l’enseignement. Ce faisant, nous allons nous servir de 
categorisations psychopedagogiques, et nous allons aussi entreprendre une analyse 
anthropologique et, ensuite, poetique de l’espace de la G229 en tant que representation litteraire, 
pour voir quelle est sa symbolique dans le contexte de notre discussion. Voyons maintenant 
comment cet enseignant passionne exprime son plaisir de faire cours : 

Et puis quand je fais cours. Bien sur, quand je fais cours. C’est une des premieres choses qui m’aient scie 
dans ce metier. Et dont je n’ai jamais ose parler, parce que c’est trop etrange, et que je redoute chez mon 
interlocuteur le sourcil qui se fronce, le mouvement de recul et la severite dans la mine. Quand je fais 
cours, je m’oublie. Je me dilue. Je suis sur que nous sommes des milliers comme 9a - a disparaitre 
momentanement tous les jours. Un sucre dans le cafe. II est la, partout dans la tasse - mais il n’est plus 
nulle part. 2 


1 Du meme auteur : Acces direct a la plage, Delphine Montalant (2003), 1979, Delphine Montalant (2003), Juke-box 

(roman ) . Robert Laffont (2004), Un minuscule inventaire, Robert Laffont (2005), Passage du gue, Robert Laffont (2006), 
This is not a love song, Robert Laffont (2007), Un endroit pour vivre (2007), A contretemps, Robert Laffont (2009), An 
rebond (2009), Le Baby-sitter (livre) (2010), Blog (2010), Qui vive ? (travail d'ecriture d'apres des photos de Florence Lebert, 
2010). (Re)play ! (2011), Et rester vivant, Buchet/Chastel (2011), Brise-Glace, Actes Sud Junior (2011), 

6h41, Buchet/Chastel (2013), Double jeu, Actes Sud Junior (2013), Un hiver a Paris, Buchet/Chastel (2014), La Coloc, Actes 
Sud Junior (2015) et Manages de saison, Buchet/Chastel (2016). 

2 Jean-Philippe Blondel, G 229, Paris, Editions Buchet/Chastel, 2011, p. 21. Desormais, les references de page entre 
parentheses renvoient a cette edition. 
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Parfois, il chante avec ses eleves, en creant ainsi une relation tres proche avec eux. 

Une fois, Fabrice est venu avec sa guitare. Le texte de Mclnerney que nous decortiquions, un extrait de 
Bright Lights, Big City, lui avait fait penser a son morceau prefere du moment. II a demande si, par hasard. 
J’ai repondu oui, evidemment. Les paroles d’Under The Bridge ont defile. La voix n’etait pas assuree, 
mais les mains de Fabrice etaient comme des colibris sur la guitare seche. J’ai bloque mon emotion dans 
la gorge, avant qu’elle ne monte a l’assaut du visage. Je me suis mis a chanter avec lui - et puis, tout le 
monde s’y est mis. C’etait un rare moment de communion, (pp. 86-87). 

Ce qui est interessant aussi c’est que, des Tadolescence, eleve dans une filiere litteraire, 
il sait qu’il veut devenir soit enseignant, soit ecrivain, soit - pourquoi pas ? - les deux, comme 
Tex trait suivant le montre : 

Le lieu ou je voulais exister etait un temps. Pour y retourner, pour y poser mes valises et m’y enraciner, 
j’avais deux choix - ecrire ou enseigner. Enseigner parce qu’il y aurait toujours devant moi des 
representations de la caste temporelle que je revais d’annexer, des adolescents plus ou moins 
sympathiques, plus ou moins rebelles, plus ou moins niais, plus ou moins amoureux malheureux 
chaleureux distants raleurs mal lunes. Ecrire parce que je pouvais le recreer, le temps - le teinter de mes 
couleurs, en devenir meme le centre le president le roi le chef de bande. (pp. 210-211). 

Il aime done la compagnie des adolescents et il en tire chaque jour des satisfactions, qui lui 
confirment qu’il a fait le meilleur choix de metier. Et ce style d’ecriture en quelque sorte 
paratactique et oralise, que le narrateur adopte souvent, caracterise par le manque de 
ponctuation, temoigne, dirions-nous, de cette forte dose d’affectivite presente dans le discours. 
Voyons encore une fois, et sous un nouvel aspect, comment le professeur Blondel exprime son 
plaisir de faire cours : 

On vit. Huit heures vingt. On est penche sur leurs cahiers. 11 s font un exercice sur les temps passe. On 
reprend les explications. 11 y a de la rebellion dans Fair, le present perfect for ou since, ils n’en ont rien a 
battre, c’est rigolo un moment et puis apres 9a saoule, on entend des soupirs et soudain comme un bruit 
de soie. 11 y en a un qui leve les yeux, fronce les sourcils et me cherche du regard. Un eleve qui vous 
cherche du regard, qu’on le veuille ou non, c’est un bond dans la cage thoracique - il y a toujours un cote 
Brigitte Fossey en train de crier « Michel Michel » dans une gare bondee, un cote orphelin du Cambodge 
sur les panneaux publicitaires de Medecins du monde. On s’approche. 11 pousse sa feuille vers vous, il ne 
parle pas du tout mais son geste signifie, c’est juste pour verifier monsieur je suis sur que c’est tout pourri 
et nul. Et la, tout est bon. Le moment ou tu croises ses yeux, putain. Tu pourras dire ce que tu veux, 
cracher sur le metier les bons sentiments la demagogie les prechi-precha les gnagnagna les Philippe 
Meirieu les evaluations formatives ; tu pourras manier l’ironie et le sarcasme, mimer le « casse », arborer 
un sourire mauvais, lancer des piques des traits des fleches - tu ne changeras pas la realite de ce regard, 
de ce qu’il signifie, de ce qu’il fait naitre en toi de fierte et d’emotion pure. Tu ne changeras pas le fait 
que c’est pour des moments comme celui-la - et peut-etre uniquement pour eux - que tu t’es installe un 
jour a un bureau, devant trois examinateurs perplexes, et que tu as parle de la forme interrogative chez 
Shakespeare en te demandant ce que tu pouvais bien raconter. C’est pour 9a que tu as renonce a l’Equateur 
aux tropiques aux antipodes. C’est pour 9a que tu ne parviens pas a le regretter, encore maintenant. (pp. 

213-215). 

Un regard peut alors compenser et recompenser la fatigue d’une joumee de travail. Et cela parce 
que, comme le notait Antoine Prost, « la relation pedagogique est chargee d’enjeux multiples 
et lourds. » 3 . Ce n’est pas une relation purement fonctionnelle. La preuve c’est qu’elle s’assume 
difficilement sous le regard d’un tiers, dit-il. Il y a des metiers qui s’exercent au vu et au su de 
qui veut. Mais enseigner suppose Tintimite de la classe, dont la porte reste fermee. Et pour 
Touvrir sans en avoir ete prie, il faut etre inspecteur. En plus, si Ton s’epuise a faire cours, c’est 
que ce metier impose des relations intenses, aux enjeux personnels importants 4 . En tenant 


3 Antoine Prost, Eloge des pedagogue. Paris, Editions du Seuil, coll. « Points », 1990, p. 39. 

4 Ibid. 
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compte de ces aspects, essayons maintenant de repondre a la question suivante : Quel genre de 
professeur est Jean-Philippe Blondel ? 

Pour certains specialistes des sciences de 1’education, un bon maitre etait caracterise, 
dans les annees soixante-dix-quatre-vingts, par une conception rigide et routiniere de l’acte 
pedagogique. C’etait avant tout un enseignant traditionnel : technicien experiment^, 
fonctionnaire devoue, qui transmettait le savoir de maniere efficace et rapide 5 . Mais cette image 
classique de 1’enseignant a, bien sur, evolue, comme nous l’avons deja vu. Quant a la 
perspective des eleves, pour eux, le bon maitre etait deja celui qui faisait preuve de trois 
qualites : la gentillesse, le sens de la justice, la severite bien dosee 6 . L’idee de base est claire : 
Le relationnel est actuellement determinant dans les representations de la classe, tant d’un cote 
que de l’autre. Du point de vue psychopedagogique, aujourd’hui, nous pouvons parler du 
professeur Blondel comme d’un «manager delegateur » 7 , selon le «modele managerial 
situationnel » 8 developpe par Paul Hersey et Kenneth Blanchard. Cela veut dire que 
l’accomplissement des taches et la prise des decisions sont, en grande mesure, deleguees vers 
la classe d’eleves. Ce style est applicable dans le cas des classes homogenes, qui ont d’habitude 
de bons resultats scolaires et de tres bons relations avec les professeurs. C’est done une 
approche appropriee aux eleves qui ont les capacites et la motivation pour apprendre, comme 
c’est le cas des eleves de Blondel. L’enseignant dont nous parlons correspond aussi au type du 
« manager oriente vers les relations et les gens » 9 . Ce qui compte le plus pour lui, c’est la 
ressource humaine. Sa priorite est le developpement des relations, a la difference du « manager 
oriente vers la tache (activite) » 10 , pour lequel, ce qui est le plus important, c’est d’atteindre les 
objectifs qu’il s’est fixes, sans prendre en consideration l’ensemble des facteurs impliques dans 
l’accomplissent des taches assumees. Chez le professeur Blondel, ce style privilegiant le 
relationnel est visible meme dans la maniere d’organiser l’espace physique de la salle. Voyons- 
le : 


Les tables des lyceens foment un U, comme dans toutes les salles de langue vivante. C’est une des raisons 
pour lesquelles je la partage peu. De nombreux colocataires eventuels redoutent cette disposition [...]. 
J’enumerais les avantages du « U », j’avais bien retenu les leqons de 1’IUFM. Meilleure circulation de la 
parole. Plus grande interaction entre les apprenants. [...] Je ne me verrais plus faire un cours en frontal. 
Je ne sais pas si c’est mieux ou moins bien - le U fait juste partie de moi. Je m’y deplace les yeux femes 
(une fois les encombrants enleves) - mais je ne l’ai jamais vu de nuit. Le U, c’est la plus grande partie de 
ma vie diurne. Quand je m’en vais, il s’assoupit. Et il m’attend. C’est l’envers de la maison, ou aucun des 
objets ne garde pas sa place tres longtemps, oil les cahiers de mes filles, leurs classeurs, leurs jeux, leurs 
DS, leurs DVD, leurs habits, leurs chaussures s’accumulent et se deplacent a leur guise. Ou ranger est un 
perpetuel recommencement, (pp. 14-15). 

Cette disposition en forme de U favorise done la communication et 1’interaction dans la classe, 
en eloignant professeur et eleves de 1’approche traditionnelle du processus d’enseignement- 
apprentissage. Mais, a part cet aspect, une autre chose interessante ressort de cet extrait: 


5 Jean Houssaye, Professeurs et eleves : les bons et les mauvais, Issy-les-Moulineaux, ESF editeur, coll. « Pedagogies », 
2001, p. 33. 

6 Ibid., p. 34. 

7 Ciprian Ceobanu, « Managementul clasei de elevi », in ***Psihopedagogiepentru examenele de dejinitivare tji grade 
didactice, coordonne par Constantin Cuco§, Ia§i, Editions Polirom, coll. « $tiintele educatiei. Stiucturi, continuturi, 
tehnici », 2 e edition, 2008, p. 507. Ici, comme dans tous les cas ou nous citons Ciprian Ceobanu dans ce paragraphe, c’est 
nous qui traduisons. 

8 Paul Hersey et Kenneth Blanchard. The Management of Organizational Behavior, Prentice-Hall, Englewood Cliffs, NJ, 3 e 
edition, 1977, apud Ciprian Ceobanu, « Managementul clasei de elevi », in ***Psihopedagogie pentru examenele de 
dejinitivare }i grade didactice, o.c., p. 507. 

9 Ciprian Ceobanu, « Managementul clasei de elevi », in ***Psihopedagogiepentru examenele de dejinitivare $i grade 
didactice, o.c., p. 507. 

10 Ibid. 
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L’enseignant est fortement attache a cette salle, et il le dit lui-meme en evoquant un vendredi 
soir de decembre ou il doit retourner dans la G229 pour recuperer les copies oubliees. C’est 
Toccasion pour lui de reflechir a l’importance de cet espace dans sa vie. Voici un fragment de 
sa meditation : 

Pour la premiere fois depuis tres longtemps, je suis intimide. Par le calme qui regne. Par l’absence. Je 
n’ose pas m’aventurer. Prendre ma place dans cet espace que j’ai l’impression de violer. C’est comme 
penetrer dans l’environnement de quelqu’un d’autre. 11 m’est arrive de temps a autre d’etre deplace - de 
devoir faire cours dans d’autres salles. A chaque fois, je me fais l’effet d’un cambrioleur. Parce que je ne 
me retrouve pas dans ce qu’il y a au mur. Parce que les odeurs ne sont pas les memes. L’attachement a 
une salle est puissant. [...] Pour l’instant, je suis le seigneur inconteste de vingt metres carres. Tout le 
monde sait que c’est mon royaume [...]. J’ai debarque ici au tout debut de ma carriere. [...] Ne reste en 
temoignage que la carte du monde en anglais, sur le mur de gauche. Les noms de pays evocateurs. Les 
sonorites etrangeres. C’est le seul element de decor de la piece. Le reste est nu. Trente-cinq tables 
plastifiees - plateau gris-blanc a bord bleu, armature metallique. Trente-cinq chaises modele standard - 
assise beige, pieds bleu fonce. Carrelage - des centaines de petits carreaux d’un jaune clair qui vire vite 
au brun fonce. Murs d’une tonalite douteuse - les ouvriers ont baptise la couleur ocre, tout le monde la 
trouve orange criard. (pp. 16-18). 

Cette salle n’est pas simplement un lieu, mais un espace, au sens de Michel De Certeau, 
et c’est une analyse anthropologique et, ensuite, poetique, que nous entamons maintenant. Il 
est, selon lui, question de lieu quand les elements sont distribues selon des rapports de 
coexistence, les uns a cote des autres, chacun situe en un endroit propre et distinct 11 . Un lieu, 
dit De Certeau, est une configuration instantanee de positions, qui implique une indication de 
stability et ou le verbe courant est « voir ». L’espace, quant a lui, est l’effet produit par les 
operations qui orientent, circonstancient et temporalisent un lieu. Il suppose la prise en compte 
des vecteurs de direction, des quantites de vitesse et de la variable de temps. C’est aussi un 
croisement de mobiles, anime par des mouvements qui s’y deploient. Les verbes predominants 
sont done du type « aller » et « faire ». L’espace etablit la relation de l’homme au monde et 
c’est un « lieu pratique » 12 . 

C’est aussi un «lieu anthropologique » 13 , d’apres la definition de Marc Auge: un 
espace que l’homme incorpore a son identite, dans lequel il peut rencontrer d’autres personnes 
avec qui il partage des references sociales. C’est une construction concrete et symbolique de 
l’espace de reference pour un individu, qui integre l’ancien et le moderne. C’est aussi un lieu 
de memoire : il est identitaire, relationnel et historique. 

Nous pouvons aussi parler de cette salle en termes d’ « heterotopie » 14 , dont l’un des 
principes est la creation d’un espace reel de compensation, aussi parfait, aussi meticuleux, aussi 
bien arrange que le notre est desordonne, mal agence et brouillon, selon Michel Foucault 15 . Cela 
s’applique dans le cas du professeur Blondel, pour lequel le U, dit-il, « c’est l’envers de la 
maison, ou aucun des objets ne garde pas sa place tres longtemps, ou les cahiers de mes filles, 
leurs classeurs, leurs jeux, leurs DS, leurs DVD, leurs habits, leurs chaussures s’accumulent et 
se deplacent a leur guise. Ou ranger est un perpetuel recommencement. ». Ces trois perspectives 
surprennent done tres bien les valences et la substance du concept « salle de classe ». En 
quelques mots : identite, relationnement, dynamisme, temporalite. 


11 Michel De Certeau, L ’invention du quotidien, Paris, Editions Gallimard, coll. « Folio-Essais », 1990, pp. 172-175. Toutes 
les idees de ce paragraphe appartiennent a Michel De Certeau et sont referencees ici. 

12 Ibid., p. 174. 

13 Marc Auge, Non-Lieux. Introduction a une anthropologie de la surmodernite, Paris, Editions du Seuil, 1992. 

Toutes les idees de ce paragraphe appartiennent a Marc Auge et sont referencees ici. 

14 Michel Foucault, Dits et ecrits 1984, « Des espaces autres » (conference au Cercle d’etudes architecturales, 14 mars 1967), 
in Architecture. Mouvement, Continuity, n°5, octobre 1984, pp. 46-49. [En ligne]. URL: 
<http://desteceres.com/heterotopias.pdf> (Consulte le 14 octobre 2015). 

15 Ibid. 
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Interrogeons-nous maintenant d’un point de vue poeticien sur Tespace, ce qui va nous 
conduire a examiner les techniques et les enjeux de la description, en rapport avec les deux 
demiers extraits, portant sur la G229. Nous allons nous appuyer sur les travaux de Philippe 
Hamon, avec sa perspective plutot poeticienne, et de Jean-Michel Adam et Andre Petitjean, 
avec leur perspective plus linguistique, tels que Vincent Jouve resume dans son ouvrage. Alors, 
pour commencer, toute description se presente, remarque Jouve, comme 1’ « expansion » 16 
d’une « denomination » 17 . Dans la mesure ou cette denomination, que le passage descriptif va 
developper, fonctionne comme le « theme » 18 d’une conversation ou le titre d’un livre, comme 
dans notre cas, Adam et Petitjean proposent de l’appeler «theme-titre » 19 . L’expansion du 
theme-titre peut prendre la forme d’une « nomenclature » 20 ou passer par l’attribution de 
« predicats » 21 . La nomenclature se presente comme une hste de composants, tandis que les 
predicats renvoient aux proprietes du theme-titre. Dans l’extrait propose supra , la salle de classe 
est le theme-tire, dont on evoque les composants, tels les tables, et quelques proprietes : «le 
calme qui regne », les « vingt metres carres » et les murs « orange criard ». N’importe quel 
composant de la nomenclature peut devenir un « sous-theme » qui peut etre decrit, a son tour, 
a l’aide de composants et de proprietes. Ainsi, dans le fragment cite, les tables et les chaises se 
presentent comme sous-themes auquel le narrateur attribue les proprietes suivantes: 
« plastifiees - plateau gris-blanc a bord bleu, armature metallique », respectivement « modele 
standard - assise beige, pieds bleu fonce ». 

Selon Philippe Hamon, l’analyse d’une description se ramene a l’examen de trois 
questions : son insertion : comment s’inscrit-elle dans ce vaste exemple que constitue le recit ? ; 
son fonctionnement: comment s’organise-t-elle en tant qu’unite autonome ? ; son role : a quoi 
sert-elle dans le roman ?. L’etude de 1’insertion comprend deux problemes : comment est 
designe le sujet decrit ? Comment le passage descrip tif s’integre-t-il au roman ? La designation 
du theme-titre (le sujet decrit) peut se faire par « ancrage » 22 ou par « affectation » 23 . La 
designation par ancrage consiste a mentionner le theme-titre au debut du passage descriptif, 
comme dans notre cas. La comprehension du texte en est ainsi facilitee dans la mesure ou la 
denomination initiale active chez le lecteur un savoir independant du texte, car - n’est-ce pas ? 
- chacun peut se representer une salle de classe avant que ne commence la description. Le 
passage descriptif permettra done soit de confirmer, soit de modifier les inferences du lecteur. 
La designation par affectation, en revanche, consiste a retarder l’indication du theme-titre qui, 
dans certains cas, n’interviendra qu’une fois la description achevee. Outre l’inevitable effet 
d’attente, une telle disposition est particulierement efficace pour susciter le mystere ou la 
surprise. Ce n’est pas done notre cas. 

En tant qu’unite autonome, la description obeit a un fonctionnement particulier fonde 
sur deux macro-operations, note Philippe Hamon : 1’ « aspectualisation » 24 et la « mise en 
relation » 25 . II y a, en effet, deux grandes facons de decrire une realite : mentionner ses 
differentes caracteristiques, ou bien la comparer aux autres objets du monde. 
L’ « aspectuahsation » indique l’aspect de ce qui est decrit en mentionnant les proprietes 


16 Jean-Michel Adam et Andre Petitjean, Le Texte descriptif, Paris, Editions Nathan, 1989, apud Vincent Jouve, Poetique du 
roman, Paris, Editions Armand Colin, coll. « Cursus », 3 e edition, 2010, p. 51. 

17 Ibid. 

18 Ibid. 

19 Ibid. 

20 Ibid. 

21 Ibid. 

22 Philippe Hamon, Introduction a Vanalyse du descriptif, Paris, Editions Hachette, 1981, apud Vincent Jouve, Poetique du 
roman, o.c., p. 51. 

23 Ibid. 

24 Ibid., p. 55. 

25 Ibid. 
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(volume, taille, forme, couleur, etc.) et les composants (les elements constitutifs), cornme nous 
venons de le voir dans le cas de la G229. Chaque composant peut, nous l’avons vu aussi, faire 
Tobjet d’un developpement autonome en se voyant attribuer des proprietes ou en etant, a son 
tour, subdivise en elements constitutifs. II accede alors au rang de « sous-theme ». Quant a la 
« mise en relation », elle vise a preciser le lien de l’objet decrit avec les autres objets du monde. 
Ses deux modalites sont T « assimilation » 26 et la « mise en situation » 27 . L’assimilation - a 
l’aide des comparaisons, des metaphores, des negations ou des reformulations -, consiste a 
rapprocher Tobjet decrit de realites plus familieres au lecteur. Alors, pour que le lecteur 
comprenne ce que la G229 represente pour le professeur, le narrateur Tappelle «mon 
royaume ». La mise en situation, elle, indique la place de Tobjet decrit dans Tespace et dans le 
temps. Ainsi, la salle est mise en relation avec Tobscurite de la nuit, ainsi qu’avec le calme et 
l’ordre. 

Nous avons vu done pourquoi le professeur Blondel aime son metier et comment se 
manifeste cet amour de Tenseignement chez lui. II aime la compagnie des adolescents - leur 
energie, leur vitalite -, et il en tire chaque jour des satisfactions, qui lui confirment qu’il a fait 
le meilleur choix de metier. Nous avons aussi caracterise Tenseignant d’une perspective 
psychopedagogique : En bref, ce qui compte le plus pour lui est la ressource humaine, alors sa 
priorite est le developpement des relations. Dans la deuxieme partie, nous avons mene une breve 
analyse anthropologique et, ensuite, poetique de Tespace de la G229 en tant que representation 
litteraire, pour voir quelle est sa symbolique dans le contexte de notre discussion. Cette salle 
concentre vingt ans de passion pour Tenseignement et d’attachement aux eleves, done vingt ans 
de vie et d’amour. 
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INFLUENCE OF THE ANIME CULTURE UPON THE FILM INDUSTRY 


Adrian Nicolae Cazacu 

PhD Student, Bucharest University of Economic Studies 


Abstract: Since the '80s, the anime culture begins to have strong roots in the United States. 
Since the discovery of the profitability of its localization in the 70s, anime has gained 
increasingly more popularity among the American public. In this context, it is hardly surprising 
that the anime began to exert a strong influence on the film industry, especially the Hollywood. 
This was done gradually since the mid 80s, reaching currently close to its peak. Anime influence 
on film productions is achieved in two ways: as a source of inspiration, or as direct film 
adaptations after animes. 

Now we can talk about a symbiosis of two types of collaborations between anime and the film 
industry, one direct and one indirect. In the present study, we will see how the two industries 
reinforce each other and progress together. 

Keywords: music, culture, economy, industry, cinematography 

in anii ’80 se observa o deschidere a industriei cinematograficc, din Statele Unite, spre 
cultura asiatica, filmele de acjiune despre samurai si ninja castiga in popularitate, iar anime- 
urile sunt localizate prin dublare ori subtitrare spre a fi prezentate publicului american. 

Este cunoscut faptul ca anime-urile aduc cu ele atat elemente din cultura occidentals, 
prezentate in stilul vizual propriu, cat si elemente noi, exotice, ce sunt un produs al culturii 
japoneze. 

in aceasta perioada, incep sa se observe primele similaritaji intre producible cinematografice 
Hollywood-iene §i anime. 

in 1985, are loc premiera animeului „Pumnalul lui Kamui ”, lansat in Statele Unite sub 
titlul „ Revenge of the Ninja warrior ”, ce spune povestea unui baiat orfan, ce a fost antrenat sa 
devina ninja, si care pleaca apoi in misiune sa vaneze un ninja care a tradat codul, descoperind, 
in final, ca acesta este responsabil si pentru moartea familei sale. 

Tot in 1985, are loc premiera filmului , American Ninja ”, primul dintr-o franchiza de 
mare succes, film ce a adus sub-genul filmelor de actiunc despre ninja in atenjia publicului larg. 
Acest film spune, de asemenea, povestea unui baiat orfan, antrenat sa devina ninja, care se 
reintalne§te cu maestrul sau, ce ii da insarcinarea de a omori un ninja care tradase codul. Cu 
aceasta ocazie, eroul principal i§i face un prieten, salveaza persoana iubita si distruge afacerea 
unui mare traficant de droguri, pentru care lucra principalul antagonist ninja, cel care tradase 
codul. 

Similaritatea scenariilor si explozia de filme referitoare la ninja §i la cultura japoneza, 
ce a avut loc dupa anul 1985, ar putea sugera o legatura intre cele doua produejii 
cinematografice. 

Premiera filmului „Pumnalul lui Kamui ” a avut loc si in Romania, pe 26 iunie 2010, in 
cadrul evenimentului cultural Gala Filmului Japonez. 1 


www.imdb.com 
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Acest lucru poate fi considerat un efect al interesului vizavi de cultura anime §i cultura japoneza, 
manifestat de romani. 

Putem vorbi de anul 1985, ca despre anul in care animeul a inceput sa devina o prczcnta 
stabila §i putemica, pe scena industriei de entertaiment mass-media din Statele Unite. Acest 
lucru s-a datorat, in mare parte unui vizionar pe nume Carl Macek, ce a produs §i editat serialul 
anime, de succes in Japonia, „Robotech”, pentru compania americana Harmony Gold. Serialul 
Robotech a fost primit foarte bine de publicul din Statele Unite, succesul sau in State conducand 
la editarea si localizarea multor filme §i seriale anime, marcand inceputul formarii culturii 
anime in Occident, prin nastcrca fanului anime occidental. 2 3 

Munca lui Carl Macek, de localizare si editare a filmelor §i serialelor anime, pentru 
companiile de film din Statele Unite, a determinat primul contact al celor mai multi fani din 
State cu animeul. Astfel a aparut identitatea fanului anime, care diferenjia animeul de celelalte 
forme de animalic occidentals si producjii cinematografice. Aceasta identitate va evolua, mai 
tarziu, in identitatea culturala oferita de cultura anime. 

Este bine cunoscut faptul ca localizarea anime-urilor in Statele Unite a condus la 
raspandirea culturii anime in intreaga lume, fapt ajutat mai tarziu de mediul Internet-ului §i 
fenomenul globalizarii. 

Tot in perioada anilor ’80, este localizat de catre Carl Macek, animeul de mare succes 
„Fist of the North Star ”, de data aceasta, pentru compania Streamline Pictures. Acest anime s- 
a bucurat de o adaptare cinematografica, cu acelasi titlu, in 1995, avand in rolul principal pe 
stand de actiunc Gary Daniels, alaturi de alte nume mari ale scenei cinematografului, cum este 
Malcom McDowell. 1 

Tot Carl Macek a facilitat prezentarea catre publicul american §i, subsecvent, si publicului 
international, anime-uri de mare succes, precum „A kira”, ,JVlegazone 23” 4 , „Sailor Moon ” si 
,JSlaruto”. Animeul „Megazone 23 ”, alaturi de alte doua anime-uri, de mare succes, „Ghost in 
the Sheir §i ,JSfinja Scroll ”, au constituitprincipala sursa de inspirapc pentru filmul blockbuster 
„The Matrix "’. 

in timp ce in spiral a vizuala a producatorilor „Matrix”- ului a venit, in principal, din 
anime-urile mentionatc, „Ghost in the Shell ” si „Ninja 5cro//”(Clements, 2006), multe elemente 
ale pove§tii sunt similare cu cele din animeul „Megazone 23”. Pe DVD-ul filmului ,Matrix”, in 
secjiunea Making of’, gasim un interviu cu producatorii acestuia, in care accstia recunosc ca 
anime-urile „Ghost in the Shell” §i „Ninja Scroll” au consitituit principala sursa de inspirapc 
pentru acest film. 

in scctiunca „Making of ’ a DVD-ului, gasim si o comparatic vizuala a unor scene din „Matrix” 
§i „Ghost in the Shell”. 

Notabil este §i faptul ca exista similaritaji intre lupta dintre Neo si agentul Smith din ultimul 
film al trilogiei, §i lupta dintre Goku si Vegeta, din episodul 230, al serialului anime de mare 
succes international, „Dragonball Z”. 

Dupa succesul imens la box-office, al filmului „Matrix” si cel subsecvent al trilogiei 
,Matrix”, multi producatori §i scenari§ti americani au inteles valoarea animeului ca sursa de 
inspiratie §i au inceput sa o adopte. 

in urma acestui fapt, au aparut filme precum „Pacific Rim”{ 2013). Povestea din acest 
film, regizat de catre Guillermo del Toro, cunoscut pentru filme ca „Hellboy”( 2004) §i 
„Labirintul lui Pan”{ 2006), are foarte multe similaritati cu cea din animeul „Neon Genesis 
Evangelion”. O rasa extraterestra de monstrii gigantici invadeaza Pamantul, iar oamenii lupta 
impotriva lor cu ajutorul unor roboti gigantici, avand pilofi umani. Scenele vizuale din acest 


2 en.academic.ru 

3 www.imdb.com 

4 www.jbox.com 
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film prezinta foarte multe similaritaji cu cele din anime-urile ..Neon Genesis Evangelion ” §i 
Mobile Suit Gundam ”. 5 

Filmul, de§i exclude multe teme si motive din anime-urile mai sus mcntionatc, le pastreaza cu 
maiestrie pe cele principale, reu§ind sa ofere spectatorului, un cocktail vizual inedit format din 
ingrediente anime. 

A1 doilea pas al evolujiei influenjei anime asupra industriei de film, il constituie 
adaptarile. 

Observand amploarea fenomenului cultural anime §i existenja unei pieje Internationale 
pentru anime-uri §i produsele derivate din aceastea, producatori de filme americani au decis ca 
exista, in momentul de fata, o piata pentru adaptarile cinematografice live-action, directe, ale 
anime-urilor. 

Inipavc in acest sens au existat §i in trecut, exemplu eloevent, in acest sens, il constituie 
filmul ..Speed Racer” ( 2008), adaptare realizat dupa scenariul si regia Wachowski-lor, 
realizatorii trilogiei ..Matrix”. Notabila este §i achizitionarea de catre compania Warner 
Brothers, in 2008, a drepturilor de realizare a unei adaptari dupa animeul ..Ninja Scroll 
’’.(comingsoon.net) 

In acest an, pe data de 31 Martie 2017, conform site-ului www.imdb.com , va avea loc, 
in Statele Unite, premiera filmului ..Ghost in the Shell ”, o adaptare directa dupa animeul cu 
acela§i nume. 

Filmul va avea o distribute etnica mixta formata ataat din actori americani cat §i din actori 
japonezi §i de alte nationalitafi. Eroina filmului este o actrija americana, pe nume Scarlett 
Johansson, un nume deja consacrat in lumea filmelor de actiunc Hollywood-iene. 

De§i exista controverse referitoare la originea etnica a eroinei principale, faptul ca personajul 
ei este un cyborg, ce putea fi realizat dupa orice infa(i§are, §i folosirea, de multe ori, a 
trasaturilor fizice occidentale, pentru realizarea personajelor din anime, umbrestc aceasta mica 
controversa. De asemenea, in distributia filmului se afla actorul indragit de catre japonezi, 
Takeshi Kitano, cunoscut publicului din Romania §i celui international, din filme ca „ Johnny 
Mnemonic”(1995) §i „Fratele”( 2000). 6 

Este de amintit faptul ca, in realizarea filmului „Johnny Mnemonic” , sunt folosite 
seevente din animeul ,.Demon City Shinjuku”. 1 

Dupa cum am amintit, realizarea acestui film indica faptul ca, atat producatorii de filme 
Hollywood-iene, cat §i producatorii de anime-uri din Japonia, au un public tinta comun. 
Audien|a creata de un anime poate fi exploatata de catre producatorii de filme, realizand o 
adaptare dupa animeul respectiv. Acest lucru poate fi realizat §i in sens invers, observandu-se, 
in acest sens, modul cum producatorii ..Matrix”- ului 1-au reintors la radacinile sale anime, prin 
realizarea serialului anime ..The Animatrix”, in colaborare cu arti§ti japonezi consacrati, din 
industria anime. 

Se creeaza, astfel, relafii simbiotice, prin apropierea din ce in ce mai mult a industriei 
de film, de industria de anime. Succesul adaptarii anime ..Ghost in the Shell”, combinat cu 
succesele trecute ale filmelor inspirate din anime-uri, ar putea insemna inceputul unei noi ere 
in industria cinematografica, marcata de o relate stransa intre studiourile de film de la 
Hollywood §i cele producatoare de anime din Japonia. Acest lucru reprezinta o expresie a 
magnitudinii extinderii, la nivel international a culturii anime, in contextul globalizarii. 
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INFLUENCE OF THE ANIME CULTURE UPON THE GAMING INDUSTRY 


Adrian Nicolae Cazacu 

PhD Student, Bucharest University of Economic Studies 


Abstract: Japanese animation known as anime, has created around itself, since its localization in the 
United States, and until its spread to the entire planet, using mass media, and because of the 
globalization phenomenon, a genuine culture, which has produced significant effects both at cultural 
and economic levels. 

However, the effects of the anime spread, out of the aforementioned spheres, anime constituting a 
significan t source of inspiration for the cinema industry and the gaming community. 

Creating a relationship of interdependence between the anime industry, film industry and the gaming, 
they managed to increase their target audience and con tribute to the cultural phenomenon of anime. 

Keywords: culture, economy, industry, anime, gaming 


in timp ce producStorii de filme, incorporeazS teme si motive din industria anime, in 
crcatiile lor cinematografice, dand na§tere la blockbuster-uri precum Matrix- ul, producatorii de 
jocuri video, folosesc bogatia artisticS a animeului pentru a face crcatiile lor unice §i dorite de 
cStre publicul tints.( Clements, 2006) 

AceastS practicS s-a dovedit a fii de mare succes, mSrturie a acestui fapt fiind celebrul 
joc multiplayer eWorld of Warcraft”, in care regSsim o putemicS influenfS anime. Aceasta 
practica, nu a fost sancponata de catre producatorii japonezi de anime-uri ci dimpotrivS, a fost 
salutatS ca o parte a politicii de Jnfluenfd blandcT pe care Japonia o exercitS asupra intregii 
lumi( Lamerichs, 2013). 

De ce au ales producatorii de jocuri video §i de filme sS foloseascS industria animeului? 
RSspunsul la aceasta intrebare este publicul tints. 

Animeul Hind un gen de an i malic adresat tuturor categoriilor de varstS, caracterizat printr-un 
stil artistic unic si elemente de context, atat familiare audientci cat si exotice, el a fost imbrati^at 
§i de iubitorii filmelor de acfiune spre exemplu, ori de catre pasionafii de jocuri video. 

In acest context, producatorii, incorporand elemente anime in produsele lor, si-au lansat aceste 
produse pe o piata deja formats. 

Bincintclcs, aceste produse au fost apreciate si de catre cumpSrStorii care nu se considers 
fani anime ci doar consumatori ai produselor respective. 

In acest fel, cultura anime sparge barierele industriei anime, ea manifestandu-se in crcatii mass- 
media occidentale §i prezentandu-se unor persoane din afara cercului sSu cultural. 

Poate cel mai cunoscut §i discutat caz al influenfelor anime in mass-media occidentals, 
este filmul „Malrix". De la subiectul inspirat din filmele anime „Ghost in the Shell ” si 
,Megazone 23 ”, pana la scenele de lupta foarte asemanatoare cu cele din animeul „Dragonball 
Z”, filmul „Malrix" a creat un precedent si a constituit primul pas facut de mass-media 
occidentals in a folosi animeul pentru a-si imbogSp creafiile. 

Dar, in studiul de fajS, nu ne vom opri asupra analizei fdmului ^Matrix ”, ci asupra unui subiect 
ce a fost prea pufin discutat panS in prezent, si anume inllucnja anime asupra industriei gaming- 
ului. 
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Chiar si unii dintre cei care nu sunt pasionati de jocuri video au auzit de succesul la nivel 
planetar al jocului „World of Ware raft”. Acesta sejoacS online, jucStorii intcracponand intr-un 
mediu virtual constituit dintr-o lume tridimesionalS ce ilustreazS un univers fantastic. In aceastS 
lume, ei formeazS alianje, se luptS intre ei sau impotriva unor creaturi controlate de cStre 
program, ce posedS un oarecare grad de intcligenta artificials. 

Dcsi structura jocului si gameplay-ul, au constituit doi factori important ai popularitSjii 
acestuia, arta vizualS §i povestea acestuia i-au asigurat succesul. 

Nu ar trebui sS surprindS faptul cS al doilea expansion al jocului denumit „ Burning Crusade ”, 
a fost adresat fanilor anime, expansion insemnand un produs ce extinde spapul virtual al jocului, 
in cazul de fata, aproape il dubleazS, §i aduce jucSatorului noi elemente de poveste, graficS, 
gameplay §i de structura. 

OdatS cu lansarea acestui expansion a inceput sa se vorbeascS despre eWorld of Warcraft ”, ca 
Hind un fenomen de nivel global. Intr-adevar, „Burning Crusade ” le-a dat fanilor anime ocazia 
sa trSiascS in interiorul unui anime tridimensional. Din momentul in care jucStorul i§i 
construicstc personajul favorit din noua rasa de elf, introdusS de acest expansion, putem vedea 
similaritaplc acestor personaje cu cele din seria „Final Fantasy ’’(Eurogamer, 2007). Aceste 
similaritap se observa incepand cu frizura, panS la imbrScSminte §i posturS. DupS realizarea 
unui personaj, dupa placul jucStorului, acesta survoleazS cu privirea un tinut fantastic al toamnei 
eteme, in care, deasupra pSdurilor ruginii, se in alia cctap, avand o arhitecturS exotica si ineditS. 
Dupa parcurgerea acestei mici sccventc, perspectiva jucatorului se apropie de personajul creat 
§i i se permite acestuia sS-1 controleze, incepand, astfel, jocul propriu-zis. 

Lumea in care jucatorul i§i incepe aventurile, are foarte multe similitudini cu cea din 
animeul „El Hazard'". Incepand cu fauna populatS de creaturi zburStoare ce se unduies,c 
asemenea unor §erpi, cand se deplaseaza, pana la cctap lc ce seamana cu Rastaria, cetatea de 
scaun din „El Hazard ”. Aceste similitudini sunt vizibile mai ales in prima editic a acestui anime. 
Aceasta, alaturi de motivul unei civilizapi in declin, a unei utopii transformate in distopie, 
motive ce se regasesc, de asemenea, in anime-uri, se adauga la mix-ul atmosferic unic ce il 
ofera acest joc. 

Stilul de lupta si armele personajelor au multe similaritap cu cele din anime. Un exemplu 
eloevent in acest sens, il constituie sabiile de proportii foarte mari in raport cu statura 
personajelor care le folosesc. 

Animeul nu este singura influcnpi a culturii pop, vizibila in acest joc, dar in „ Burning Crusade ”, 
este cu singuranta cea mai predominanta, §i care insoJe§te jucatorul pana la epuizarea 
continutului acestui expansion §i dincolo de acesta. 

Este posibil ca animeul sa Hi influenjat si alte faze de dezvoltare ale universului 
„Warcraff \ Notabil este, de asemenea, faptul ca lansarea expansion-ului „ Burning Crusade ” a 
fost precedata de publicarea a trei volume manga, sub titlul „The Sunwell Trilogy ”, ce 
reprezentau prologul aepunii acestuia. Povestea din manga este continuata in jocul propriu-zis, 
unde jucatorul are placerea ca, in finalul acestuia, sa lupte alaturi de personajele din manga, 
pentru a invinge principala for pi antagonists. 

Privind scena industriei jocurilor video la nivel global, nu putem sa le ignoram pe cele 
produse in Japonia, care ofera o compctipc foarte serioasa celor produse in Occident. 

De remarcat, la jocurile video produse in Japonia, este faptul ca acestea, aproape in unanimitate, 
adopta stilul anime de realizare a graficii. Indiferent cS aceasta este 2D ori 3D, personajele sunt 
realizate dupS jaloanele caracteristice stilului anime §i manga. 

Chiar dacS acest stil pare, la prima vedere, dificil de realizat in trei dimensiuni, producStorii 
japonezi au reu§it sS creeze modele tridimensionale, care sS respecte caracteristicile consacrate 
ale stilului anime §i manga. 

Aceste jocuri video, la fel ca si anime-urile, sunt destinate mai multor categorii de varstS, 
§i trateazS subiecte la fel de complexe ca §i acestea. 
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Ele au intrat pe piata occidentals, §i au devenit un concurent foarte serios in sectorul jocurilor 
video. 

In acest context, nu este deloc surprinzStor faptul cS mulji producStori de filme s-au gandit sS 
realizeze adaptSri dupS aceste jocuri. 

Unul dintre cele mai elocvente exemple, in acest sens, fund seria de filme blockbuster „ Resident 
Evil ”, produsS de cStre compania americanS de film „ Screen Gems ”, §i adaptatS dupa jocul 
video cu acelasi nume, realizat de catre compania japonezS Capcom. 

Succesul acestor adaptari, dupa cum se mcntioneaza si pe site-ul oficial Capcom, creazS 
o cerere pe piaja pentru noile jocuri video ale companiei, realizandu-se, astfel, o rclatic 
simbioticS intre producStorii japonezi §i cei americani.(Capcom, 2013) 

Confonn accluiasi site, in 2013, cincisprezece adaptari cinematografice au fost realizate dupa 
jocurile video ale acestei companii, in perioada 1994-2012, saptc dintre acestea, fund realizate 
de catre studio-urile de la Hollywood. 

De asemenea, unsprezece anime-uri pentru televiziune au fost realizate ca adaptari dupa jocurile 
video Capcom. Profiturile companiei s-au ridicat, in 2013, la suma de 23.800 milioane dolari. 
ObservSm ca jocurile video au fost in fluctuate si au constituit o sursS de inspirajie, pentru 
industria animeului, existand, adesea, o relajie de interdependent intre aceste douS sectoare ale 
industriei de entertaiment. 

Fenomenul doujinslii, limitat, initial, la realizarea de manga-uri s-a extins, in ultimii ani, 
§i in sectorul de gaming( Lamerichs, 2013). Numero§i producatori independent de jocuri video 
se inspirS, in realizarea acestora, din serii populare de anime cum ar fi „Clannad”. 

In alte cazuri, jocuri video, realizate in stilul anime, inspira arti§tii independent sa realizeze 
serii anime adaptate dupa aceste jocuri si chiar alte jocuri video. 

Un exemplu de notorietate, in acest sens, este seria de jocuri „Touhou”, a cSrei popularitate a 
condus la realizarea animeului cu acelasi nume si la o multidudine de jocuri doujinshi. 

Jocul popularizeazS un stil relativ inedit, pe piaja occidentals, numit „danmaku ” sau 
„bulletheir. in traducere libera, acest lucru ar insemna iadul proiectilelor. 

In contextul acestor jocuri, jucStorul trebuie sa se fereascS de proiectilele inamicilor, care, 
adesea, sunt lansate in forme geometrice, deosebit de frumoase, si sa foloseascS propriul arsenal 
de proiectile §i abilitSji speciale, pentru a invinge. 

„Touhou ” spune povestea unei miko, pe nume Reimu, o preoteasa japoneza a religiei Shinto, 
care trebuie sa pSzeascS templul sau si (inutul fantastic-Gensokio, de atacurile unor fiinje 
malefice din folclorul japonez, numite youkai. Dupa o vreme, Reimu se intalnestc cu Marisa, o 
vrSjitoare din Occident, venitS in cSutare de comori. Dupa ce Reimu o invinge pe Marisa, cele 
doua protagoniste se imprietenesc si luptS impreuna, atat impotriva youkai-lor, cat §i impotriva 
unor fiinje din folclorul european cum sunt vampirii. Astfel, imbinand elemente, atat din cultura 
japoneza cat §i din cea occidentals, aceastS serie de jocuri a castigat o popularitate foarte mare 
in Occident, ea fund, in mare parte, tradusS in limba englezS de cStre fani. 

A devenit aproape o tradijie ca, la fiecare edijie a convcntici Comiket, sS fie lansat un joc nou 
din seria „Touhou ” si o multitudine de jocuri doujinshi, inspirate din aceastS serie. 

Aceste jocuri pot fi descSrcate de pe site-uri, cum ar fi doujinstyle.com, unde se pot gSsi 
§i date despre editiile Comiket. Animeul adaptat dupS seria de jocuri „Touhou", se numeric 
Memories of Phantasm'", si se poate viziona, atat pe acest site cat si pe youtube. 

Un alt gen inedit §i necunoscut multS vreme piejei de jocuri video occidentals, il 
reprezintS „visual-nover sau nuvelele vizuale. 

Aceste jocuri reprezintS adevSrate cSrti interactive, in care protagonistul se identifies cu 
un personaj, iar deciziile sale afecteazS cursul povestirii. Personajele §i decorurile acestor jocuri 
sunt realizate in stilul anime. JucStorul cite§te textul nuvelei, avand pe fundal decorul in care se 
desfasoarS scene, personajele apSrand pe ecran in momentul in care realizeazS un dialog cu 
acesta. 
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Pe parcursul deslasurarii acjiunii, jucatorului ii sunt, adesea, prezentate fragmente din poveste 
sub forma unor sccvcntc anime. Jucatorul este pus, foarte curand, in situajia ca, la indemnul 
personajelor, ori din proprie inijiativa, sa ia ni§te decizii, alegand una dintre optiunilc a fixate pe 
ecran, care vor afecta desfa§urarea aejiunii. 

Aceste jocuri se caracterizeaza prin imagini vizuale deosebite, povesti captivante §i 
rejucabilitate, fiecare dintre ele avand mai multe variante de final. 

Poate cel mai cunoscut exemplu, in acest sens, este jocul „Tsukihime ”, tradus in limba engleza 
de catre un grup de fansubbing, pe site-ul mirrorrnoon.org. 

„Tsukihime ” spune povestea unui baiat, care §i-a pierdut memoria in urma unui accident, iar 
trecutul sau este legat de o lume fantastica, populata de vampiri si demoni. Dupa acest joc, s-a 
realizat §i o adaptare anime cu acelasi nume, si un joc hibrid intre genuril e, fighting si visual 
novel, denumit „Melty Blood". Ambele au fost traduse in limba engleza de catre cercurile de 
fansubbing, care constituie principalul mijloc de propagare a culturii anime in absenta 
localizarii.(Ito, 2013) 

Un alt exemplu este „Clarmad”, care spune o frumoasa poveste de dragoste, intr-un 
context mult mai insorit. 

Intr-o epoca in care accesul la informatic se face din ce in ce mai mult in mediul online, 
iar cititul traditional al carplor aproape a disparut, Japonia ar putea aduce solupa de revitalizare 
a hobby-ului denumit lectura cu ajutorul acestor nuvele vizuale. 

Influenja anime se face simtita si in industira gaming-ului, ea creand o punte de legatura 
intre industria anime, industria cinematografica §i cea a gaming-ului. Odata realizat acest lucru, 
filmele si jocurilc video, aflate in legatura cu animeul, devin o parte integranta a fenomenului 
cultural anime. 

Consider ca deosebit de importanta studierea in(lucntclor culturii anime in toate 
sectoarele industriei de entertaiment mass-media, deoarece, odata cu raspandirea fenomenului 
globalizarii, acestea ar putea deveni §i mai putemice in viitor. 
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THE MODERN VALENCES OF THE PARADIGM OF FRIENDSHIP 
BETWEEN NICOLAUS OLAHUS AND DESIDERIUS ERASMUS 


Olesea Turcan (Panciuc) 
Phd, University ofPitesti 


Abstract: The main topic of the Correspondence of the two humanists consists of Olahus's repeated 
undertakings to persuade Erasmus to return to the Netherlands, followed by so many elusive promises, 
thus explaining the fear that Magister Europae has towards Franciscans and Dominicans, who were 
very powerful within Charles V, as well as his permanent concern not to be seized by Catholics or 
Lutherans. Besides this central issue, the correspondence contains the most diverse information that the 
two literary men were carrying out (theological, political disputes, all the novelties they used to 
exchange). So, in its wholeness, this correspondence brings to sight ”a communion of ideas and 
concerns, love for the promotion of truth and a constant trust in the possibilities of man to create a 
better world ”. 1 

Keywords', correspondence, theology, friendship, humanism, paradigm. 


INTALNIRILE EPISTOLARE INTRE ERASMUS SI UMANISTUL OLAHUS. 

Cartile lui Nicolaus Olahus, dar mai ales epistolele sale constituie o pledoarie pentru una dintre 
valorile umanismului greco-roman - PRIETENIA CA PARADIGMA A UMANISMULUI 
CLASIC, o prietenie functionala inca - am putea zice - in vremea sa, desi umanistul roman 
este silit uneori sa-i amendeze deraparile ori inconsecventa: „Fii tu insuti propriul tau 
judecatorT, il someaza Nicolaus Olahus pe Albertus, prepozitul de Pecs, prieten infidel: 
,Judeca tu singur daca purtarea asta a ta concorda cu principale adevaratei prietenii.”. 2 3 
Pe de alta parte, surprinzator este, pentru contemporani, cum dupa mai bine de un mileniu de la 
raspandirea clasicismului greco-roman, nevoia de paradigma a prieteniei, participarea activa a 
lui Nicolaus Olahus la arhetipul ei, nu poate fi decat cea clasica. Ori, pentru umanistii secolului 
al XVI-lea si, implicit, pentru prietenii lui Olahus, scrisoarea devenea un mijloc de comunicare 
totala si chiar o paradigma in sine a intretinerii unei prietenii la indepartare: „sa fiuplacut inimii 
tale si sa vin (...) la tine in vizita prin scrisorr. ”. De asemenea, scrisoarea era cea care unea 
sufletele umanistilor intru prietenia cea sincera si devotata: „Srisoarea ta, cea mai sigurd 
chezasie a sufletului tau, o voipastra intre lucrurile care-mi sunt cele mai dragi ” 4 sunt cuvintele 
adresate de Nicolaus Olahus, care nu raman deloc mai prejos. 

Firul rosu al corespondentei celor doi umanisti consta in repetatele demersuri ale lui Olahus de 
a-1 convinge pe Erasmus sa revina in Tarile de Jos, urmate de tot atatea evazive promisiuni, 
care se explica prin teama pe care Magister Europae o avea fata de franciscani si dominicani, 
foarte puternici in imperiul lui Carol Quintul, ca si prin permanenta lui preocupare de a nu fi 


1 See Nicolaus OLAHUS, „Corespondentci cu umaniftii batavi siflamanzi”, Foreword, antology, notes and bibliography by 
Comeliu Albu, Editura Minerva, Bucharest. 1974, p. 90. 

2 Maria CAPOIANU, Nicolaus Olahus europeanul, editura Libra, Bucuresti, 2000, p. 26. 

3 Maria CAPOIANU, Nicolaus Olahus europeanul, editura Libra, Bucuresti, 2000, p. 37. 

4 Maria CAPOIANU, Nicolaus Olahus europeanul, editura Libra, Bucuresti, 2000, p. 37. 
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acaparat nici de catolici, nici de luterani. Alaturi de aceasta problema centrala, corespondenta 
cuprinde cele mai variate informatii pe care cei doi literati le intretineau (disputele teologice, 
politice, toate noutatile pe care le schimbau intre ei). Astfel ca, in totalitatea ei, aceasta 
corespondenta lasa sa se intrevada „o comunitate de idei si preocupari, dragoste fata de 
promovarea adevarului si o statornica incredere in posibilitatile omului de a fauri o lume mai 
bund .” 5 . Sunt evidentiate si lacomia si reaua credinta a principilor, comportarea necugetata a 
papilor, faptele reprobabile ale lui Henric al VHI-lea, regele Angliei, rivalitatea dintre Franta si 
Spania, primejdia otomana si venalitatea feudalilor, fapte care ii provocau foarte multa suferinta 
lui Erasmus din Rotterdam. 6 Si cu toate ca cei doi nu s-au vazut niciodata, intre „inegalabilur 
olandez si argeseanul-sibian Olahus s-a statomicit o prietenie exemplara, atestata de vasta lor 
corespondenta. Aceasta are un ton amical, de la egal la egal, este plina de confidence si 
intimitati, printul umanistilor sfarsind prin a stabili ca numele de „Olahus ” este identic cu 
notiunea de „prietenie": „Raporturile lui Erasmus cu secretarul si consilierul de la curtea 
regala din Bruxelles le-a caracterizat el insasi prin cuvintele: Olahus! In acest nume sunt 
cuprinse toate binefacerile prieteniei!" 1 . Dar, in general, umanistii din Tarile de Jos au vazut in 
Nicolaus Olahus pe „optimus et erudissimus omnium doctorum patronus." & . Superlativele 
acestea n-au fost infirmate niciodata de vreun istoric belgian sau olandez, si, asa, se face, ca 
inceputul secolului al XX-lea sa fie din nou reamintit rolul de mentor si protector de catre 
Alphonse Roersch: „Olahus a protege nos humanistes, se liant d’amide avec beaucoup d’entre 
eux, ce qui permettait a ces derniers de faire souvant appel a la haute influence et a ses bons 
offices.' 1 '. 9 

Cand a pasit pentru prima data pe teritoriul Tarilor de Jos, Nicolaus Olahus era deja mai 
cunoscut decat regenta pe care o insotea. In deceniul de la Bruxelles, Nicolaus Olahus s-a 
manifestat ca un erudit curtean, un scriitor cu preocupari multiple. Acest lucru il cunoastem pe 
plan politic si diplomatic din faptul ca acesta se impusese atentiei celor puternici in cursul dietei 
convocate de Carol Quintul la Augsburg in anul 1530: „PrestigiuI lui era mare mai cu seama 
in lumea oamenilor de stiinta, a literatilor, a tuturor umanistilor. Aceasta s-a datorat faptului 
ca la prima scrisoare trimisa lui Erasmus la 1 iulie 1530, raspunsul i-a venit in numai sapte 
zile, desi distanta de la Friburg la Augsburg este apreciabila iar mijloacele de circulate erau 
pe atunci rudimentare." 10 . Acesti umanisti aflasera cu repeziciune ca „inegalabilul" Erasmus 
a acceptat sa-1 considere pe Nicolaus Olahus „un prieten sincer si devotat" si sa corespondeze 
cu el, onoare de multi ravnita. Astfel ca, la 1 iulie 1530, intr-o prima scrisoare adresata lui 
Erasmus din Rotterdam, Nicolaus Olahus insista sa vina la Augsburg si sa participe, ca invitat 
al reginei Maria de Habsburg 11 , la lucrarile Dietei imperiale de la 1 octombrie, unde urmau sa 
se adopte hotarari esentiale pentru soarta Europei: 


5 A se vedea Nicolaus OLAHUS, „ Corespondenta u umanipii batavi fiflamanzi”, Cuvant inainte, antologie, note si 
bibliografie de Corneliu Albu, Editura Minerva, Bucuresti, 1974, p. 90. 

6 Desiderius Erasmus din Rotterdam (1467-1536) este un scriitor umanist si teolog refomiator, adept al libertatii de gandire, 
„un om ilustru din toate punctele de vedere, de o eruditie universala §i incomparabila, de-o prudentd egald piintei sale ”, „un 
Voltaire al Renasterii”, recunoscut de imparat, papa, regi, nobili laolalta. Cartea sa de referinta este „Elogiul nebuniei - 
Stultitiae Laus”. Toata viata si-a trait-o in Elvetia, la Bale si Friburg ca „un print al umanistilor ”, refuzand in dese randuri 
toate onorurile si chiar palaria de cardinal. 

7 A se vedea Nicolaus OLAHUS, „ Corespondenta cu umanistii batavi siflamanzi”, Cuvant inainte, antologie, note si 
bibliografie de Corneliu Albu, Editura Minerva, Bucuresti, 1974, p. 90. 

8 Cel mai darnic si cel mai erudit sprijinitor al tuturor oamenilor de stiinta. 

9 Alphonse ROERSCH, La corespondance de Nicolaus Olahus, Gand, 1904. 

10 Nicolaus OLAHUS, Corespondenta cu umanisti batavi siflamanzi, Cuvant inainte, antologie, note si bibliografie de 
Corneliu Albu, Editura Minerva, Bucuresti, 1974, p. XVI. 

11 Maria de Habsburg, sora lui Carol Quintul si a lui Ferdinand I, fosta regina a Ungariei; din anul 1531, regent a Tarilor de 
Jos. 
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Traim cu marea dorinta de a te vedea aid. Este extrem de necesar sa fii aici, mai ales intr-o 
vreme ca asta, cand s-au ivit neintelegeri in chestiunile religioase 12 , spre paguba multora; este 
extrem de necesar sa fii aici, spun, pentru ca, asistand la controverse, sa ne poti spune si noua 
care ar fi parerea ta in aceste dispute indoilenice. Speram, asadar, ca vei veni aici, daca nu la 
indemnul prietenilor tai, macar pentru linistea generala. 13 

Inca din aceasta scrisoare se constata faptul ca Nicolaus Olahus il considera pe mentorul sau 
spiritual un prieten „inca necunoscut ”, care-i citea tratatul editat si dedicat numelui sau, despre 
„Vaduva crestina ” („De Vidua Christiana’’'’), care ii era oferit spre consolare Reginei Maria cu 
ceva timp inainte: „valoroasa ta opera i-a placut atat de mult reginei mele, meat nu i s-ar fi 
putut oferi altceva care s-o bucure mai tare. ,,H . Aceasta prima scrisoare adresata lui Erasmus 
din Rotterdam este una destul de sumara, insa se remarca stilul clar, concis, diplomatic, dar si 
colocvial al lui Olahus, care il asigura de admiratia pe care avea sa i-o poarte de acum inainte: 
„desi tu nu m-ai vazut niciodata la fata, imi esti atat de drag si atat de bine cunoscut din cartile 
tale, pe care le tin ore intregi in mainile mele, citind fara intrerupere, incat cel putin in aceasta 
privinta nu m-as putea socoti nedreptatit, chiar daca ma compar cu cei care traiesc zilnic cu 
tine si se bucura defermecatoarea ta companie. [...] vei remarca tu insuti acest lucru si te vei 
convinge personal de stima pe care o nutresc fata de tine, inca mai demult, pentru talentul tau 
divin si pentru virtutile tale stralucite .”. 15 De asemenea, dupa ce-i aminteste si de prietenii 
comuni, de Ursinus Velius 16 si de Henkellus 17 , Olahus isi incheie scrisoarea, rugandu-1 sa-1 
primeasca printre prietenii lui: „Te rog fierbinte sa primesti respectul meu si sa binevoiesti a 
ma inscrie printre prietenii tai, [...eu] care te iubesc din tot sufletul meu. ,,n . Din aceasta zi avea 
sa se intremeze o tainica si nepretuita prietenie intre secretarul reginei si marele invatat, 
prietenie ce avea sa dureze si sa se dovedeasca printr-o aleasa corespondents, pana la moartea 
lui Erasmus, petrecuta la 12 iulie 1536. 

Scrisorile acestea - vreo 40 la numar - pe langa faptul ca ne ofera o oglindire fide la a 
raporturilor dintre cei doi mari umanisti care n-au ajuns niciodata sa se vada, constituie si un 
document pretios si viu asupra acelor timpuri tulburi, „document cu atat mai pretios, cu cat 
vedem pe un fiu al atat de dispretuit popor valah din acele vremuri, ajungand a se masura 
printre bunii prieteni ai ilustrului flamand, stabilind astfel printre cei dintai un contact intre 
cultura occidentala si un vlastar al Munteniei .” 19 . 

Corespondenta dintre Olahus si Erasmus urmeaza a fi bogata in informatii si sensuri. Astfel ca 
la o saptamana dupa scrisoarea de la 1 iulie 1530, secretarul reginei Maria primeste de la Friburg 
raspunsul epistolei, prin care acesta il asigura ca-i va inscrie numele sau intre cei mai alesi 


12 In deceniul al IV-lea din secolul al XVI-lea, luteranismul si alte curente religioase reformatoare erau in plina ofensiva 
impotriva catolicismului si a suprematiei papale 

13 Maria CAPOIANU, Nicolaus Olahus Europeanul, cap. Desiderius Erasmus, Scrisoarea „Nicolaus Olahus, tezaur de Alba, 
secretarul $i consilierul Serenisimei Regine Maria, trimite salutari lui Erasmus din Rotterdam (Augsburg, 1 iulie 1530)”, 
Fundatia Culturala Libra, Bucuresti, 2000, p. 136-137. 

14 Ibidem, p. 136: „Cartea ta i-a alinat de minune sufletul greu incercat depierderea preaiubitului ei sot, a informat-o in chip 
savant care sunt virtutile pe care trebuie sa se fondeze fl dupa care trebuie sa se conduca vdduivia si a jacut sd-i sporeasca 
minunat reginei dragostea si bunavointa fata de tine .” Aceste aspecte, probabil le stia si Erasmus, pentru ca regina Maria 
coresponda destul de des cu acesta. 

15 Ibidem, p. 137. A se vedea si M.H. H., dipl. XXV, Ippolyi Arnold, p. 70. 

16 Ursinus Gasparus Velius, originar din Silezia, istoric remarcabil, profesor si educator al fiilor lui Ferdinand I de Habsburg 
si un foarte bun prieten si corespondent al lui Nicolaus Olahus. Este autorul lucrarii istoriografice „De hello pannonico” in 
care face o temeinica si complexa analiza a cauzelor interne si externe care au condus la infrangerea Ungariei de la Mohaci 
(29 august 1526). 

17 Insarcinatul cu afaceri al regentei Tarilor de Jos. 

18 Ibidem, p. 137. 

19 St. BEZDECHI, Nicolaus Olahus —primul umanist de origine romana, Editura RAM, Aninoasa, Gorj, 1939, p. 76. 
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prieteni ai sai, „acoperindu-i cu sarutari acest minunat suflet alpreaomenosului Olahus ” 20 : „Si 
era o mare cinste sa fii considerat ca prieten de acest om, pentru dobandirea amicitiei caruia 
se intreceau cele mat mart personalitati ale timpului." 21 . Tot din aceasta scrisoare se intareste 
faptul ca Henkellus se bucura de o mare apreciere in fata lui Erasmus, elogiind adeseori in 
scrisorile sale pietatea si umanitatea „j prebunei" regine, cu precizarea ca din partea acesteia „nu 
a primit niciun rand, nici scris de mana ei, nici de a altcuiva" si sa ierte „scurtimea acestei 
misive ”, fiindca este ,/zrav” si „scrie mull ora", insa din motive politice si religioase coalitia 
impotriva turcilor nu s-a putut alcatui si nici Eramus din Rotterdam nu va putea veni. 
Corespondenta dintre ei va continua cu scrisoarea din 20 septembrie 1530 de la Augsburg al lui 
,JSlicolaus Olahus catre Erasmus din Rotterdam" , unde acesta il felicita din nou pentru „alesele 
virtuti ” si mai ales pentru „umanitate”, fiind recunoscator ca se gandeste „sa-l Inscrie printre 
distinsiiprieteni"'. „Prin umanitatea, virtutea si nobletea unica a sufletului tau Inca mai demult 
ai meritat ca toti oamenii sa te cultive, sa te stimeze si sa te venereze" 22 . Nici nu trece o zi ca 
Nicolaus Olahus, la 21 septembrie 1530 ii va scrie din nou „preadinstinsului domn Desiderius 
Erasmus, doctor in sacra teologie, domnului si prietenului preastimat", tocmai pentru a cere ca 
scrisorile acestuia sa fie mai lungi si sa desfete sufletul acestuia, atat de mult pribegit: „De 
aceea, dragul meu domn doctor, indepiineste ceea ce fagaduiesti - ca ma vei avea intre 
prietenii deseama si eu ma voi stradui ca tu sa nu te rusinezi deprietenia mea .” 23 . De asemenea, 
ii reaminteste de faptul ca regina „nutreste si acum clementa si pietate" pentru alesele sale 
virtuti si ii promite ca va purta cu grija, cu toata straduinta de care va fi capabil, ca aceasta 
apreciere sa „devina tot mai mare". Interesanta este ultima firaza a scrisorii in care Olahus scrie 
ca atunci cand Quirinus se va intoarce la dansul cu scrisoarea ca nu a plecat „cu mana goala", 
tocmai pentru a-si aminti de el „ori de cate ori va pranzi sau cina", de unde deducem ca i-ar fi 
daruit niste tacamuri argintate sau aurite. Prin insasi incheierea scrisorii, Olahus se considera 
ca parte a prietenilor lui Erasmus: „Cu bine si iubeste-ma si socoteste-ma al tau". 24 
In acelasi timp, prestigiul lui Nicolaus Olahus a sporit in ochii contemporanilor sai in mod 
deosebit cand in Dieta imperials din Augsburg si al surorii acestuia Maria, fosta regina a 
Ungariei, a rostit doua stralucite cuvantari in favoarea coalitiei si alungarea otomanilor. Insa la 
aceasta adunare nu a venit Erasmus si nici un raspuns nu a trimis, astfel incat Dieta imperials 
s-a dizolvat fSrS sS se fi luat vreo decizie politics importantS, deoarece dezbaterile au degenerat 
in certuri si infruntSri religioase. In contextul acesta, dupS cateva schimburi de politete, in 
involburatul octombrie, Nicolaus Olahus primeste o scrisoare de mangaiere de la Erasmus din 
Roterdam, datatS la 9 octombrie 1530 si scrisS la Friburg, in Brisgonia: 

Dragul meu Nicolaus, este o mare mangaiere pentru mine faptul cS se mai gSsesc, totusi, cateva 
spirite sincere si cinstite in acest secol, care naste pretutindeni tot felul de monstruozitSti din 
partea oamenilor, un secol in care credinta, caritatea si umanitatea nu numai cS ingheatS, dar se 
pare cS sunt definitiv omorate si ingropate. Din existenta acestor cateva spirite sincere si cinstite 
mi se infiripa speranta ca odata si odata tot se va inchega mult ravnita generatie de aur a 


20 Maria CAPOIANU, Nicolaus Olahus Europeanul, cap. „ Desiderius Erasmus”, Scrisoarea „D. Erasmus din Roterdam catre 
Nicolaus Olahus, tezaur de Alba, secretarul p consilierul Maiestatii-Sale (Friburg, 7 iulie 1530)”, Fundatia Culturala Libra, 
Bucuresti, 2000, p. 137. 

21 St. BEZDECHI, Nicolaus Olahus —primul umanist de origine romana, Editura RAM, Aninoasa, Gorj, 1939, p. 76. 

22 Maria CAPOIANU, Nicolaus Olahus Europeanul, cap. „ Desiderius Erasmus”, Scrisoarea , Jtaspunsul lui Nicolaus Olahus 
catre Erasmus din Rotterdam (Augsburg, 20 septembrie 1530)”, Fundatia Culturala Libra, Bucuresti, 2000, p. 138. 

23 Maria CAPOIANU, Nicolaus Olahus Europeanul, cap. „ Desiderius Erasmus”, Scrisoarea „Preadistinsului domn 
Desiderius Erasmus din Rotterdam, doctor in sacra teologie etc., domnului si prietenului preastimat, salutare (Din 
Augsburg, 21 septembrie, in anul Domnului 1530. Nicolaus Olahus al tau, Tezaur de Alba, secretarul si consilierul reginei 
etc.)”, Fundatia Culturala Libra, Bucuresti, 2000, p. 139. 

24 Ibidem, p. 139. 
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muritorilor. 25 

Asteptand aceasta asa-zisa „generatie de aur” a omenirii, Erasmus ii reaminteste cu tristete ca 
a avut cativa prieteni devotati si strans legati de juramantul de credinta, care pareau a-si da viata 
pentru binele obstesc, dar pe care acum ii suporta numai ca dusmani, „chiar mai aprigi ca cei 
de moarte ”, fiindca „pana mtr-atat au incetat sa-i mai fie prieteni, incat au incetat sa mai fie 
oamenV ,26 . Si nici macar amintirile „vechilor legaturi de prietenie ” si Jnlesnirile /acute”, nici 
„respectul credintei ” si „simtul umanitatiF nu-i mai poate opri pe acesti Jicdlosi”. De aici se 
poate deduce si motivul pentru care nu a venit la Dieta imperials de la 1 octombrie 1530 de la 
Augsburg. Cu toate acestea, Erasmus ii marturiseste lui Nicolaus Olahus ca vechii prieteni, care 
i-au ramas credinciosi, ii sunt „si mai dragi”, aceasta stare de fapt recomandandu-i, in acelasi 
timp, intr-o masura mai mare, pe cei noi, pe care-i va castiga de acum inainte: „Eu insumi m- 
am nascut cu o fire deschisa si ma desfata prietenia oamenilor cinstiti, precum mi se pare ca 
esti si tu, dupa cum am inteles limpede si din scrisorile tale si din relatarile prietenului meu 
Quirinus” 21 . Aceasta prietenie sincera si devotata este marturisita in chip deplin de Erasmus: 

Chipul lui Olahus s-a intiparit atat de adanc in sufletul meu, incat nu mai poate fi scos, sau sters, 
de acolo; mi-a facut totusi o mare placere solicitudinea ta staruitoare, care imi dau seama ca 
pomeste din preaplinul dragostei tale. Tot asa mi-au facut placere lingura si furculita, pe care 
mi le-ai trimis, desigur, cu gandul ca-1 voi avea astfel comesean pe dragul meu Nicolaus Olahus 
si ca voi putea spune totdeauna dragilor mei prieteni: acesta este iubitul meu Olahus, cata vreme 
soarta ne va refuza bucuria de a convietui. 28 

Este subliniata si marea influenta pe care Nicolaus Olahus o are prin ,fapte ” asupra reginei 
Maria, pe care o considera Jyuna si sfanta ” in purtarile ei de principesa. Nu-i scapa acestuia 
nici faptul ca ea se bucura de „mare tree ere” pe langa fratii ei, imparatul Carol si regele 
Ferdinand, protectori ai umanistului Erasmus. Concluzia scrisorii este ca „cine se aseamana, se 
imprieteneste ” si ca aceasta competitie a prieteniei trebuie sa se (i nalizczc prin staruinta 
putemica a amandurora. 

Iar, in contextul aprigelor lupte dintre crestinatate si turci, Nicolaus Olahus nu ezita sa-i scrie 
prietenului sau despre „cruzimea ” pe care a comis-o zilele trecute in Ungaria Mehmet-beg 
turcul, prefectul fortaretei Jaurinum 29 , pierduta acum cativa ani, „spre nenorocirea 
crestinatatii ”: 

Caci se spune ca Mehmet-beg, cu vreo zece mii de turci, pe care ii comanda, a ajuns atat de 
repede de la Jaurinum pana la locul unde a facut dezastru si prapad, incat a strabatut aceasta 
distanta mai mare de cincizeci de mile unguresti 30 in circa sapte zile si a treut prin foe tot tinutul, 
pe care ai nostri il numesc Tara lui Matei. Pe barbatii si tinerii, care erau mai robusti si mai 
vigurosi - mai mult de cincisprezece mii de prinsi - i-a trimis in Turcia. 31 


25 Maria CAPOIANU, Nicolaus Olahus Europeanul, cap. „Desiderius Erasmus”, Scrisoarea „Erasmus din Rotterdam catre 
Nicolaus Olahus, tezaur de Alba, secretand $i consilierul Reginei Maria (Data in Friburgul Brisgoniei, la 9 octombrie 
1530)”, Fundatia Culturala Libra, Bucuresti, 2000, p. 139. 

26 Ibidem, p. 140. 

27 Ibidem, p. 140. 

28 Ibidem, p. 140. 

29 Iaurinum, Arrabona, Raab, Gyor - loalitate fortificata in Ungaria situata la confluenta raului Raab cu Dunarea. Numele 
actual este Gyor. 

30 O mila ungureasca este egala cu 8.534 metri. 

31 Maria CAPOIANU, Nicolaus Olahus Europeanul, cap. „Desiderius Erasmus”, Scrisoarea „Catre Erasmus din Rotterdam” 
(Augsburg, 13 octombrie 1530), Fundatia Culturala Libra, Bucuresti, 2000, p. 141. 
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ii mentioneaza, de asemenea, si faptul ca turcii au facut trei popasuri in niste sate ale lui Alexius 
Turzo 32 si faptul ca dupa plecarea lor, acesta din urma a iesit sa vada cu ochii lui „cruzimile 
savorsite' de acestia: „Cand a ajuns la al doilea popas al lor, a gasit acolo peste cinci sute de 
copii mdceldriti: unii fusesera taiati cu palosul, altii izbiti de pennant si infiorat de cruzimea 
turcilor si cuprins de mildpentru copiiipe jumatate morti, a cules dintre ei cincizeci, care mai 
respirau inca, si asezandu-i in doua care, i-a trimis in tabara sa de langa Semthe 33 , ca sa poata 
fi readusi la viata prin vreo ingrijire. ” 34 . Dar ce-i mai demn de notat in aceasta epistola este ca 
Erasmus din Rotterdam il va socoti pe noul sau prieten ca o „rara avis ”, ca pe unul din putinii 
oameni ce pot fi sinceri si credinciosi. 35 Expeditorul scrisorii conchide prin a elogia maretele 
fapte de arme ale fiilor sai, care acum suporta „cumplita tiranie ” si „o sclavie atat de grea ” 
incat „nici ziua si nici noaptea nu este pusa la adapost [tara] de jafurile si pradaciunile 
dusmanilor dreptei credinte” 36 . Si la nici doua saptamani, la 25 octombrie 1530, Nicolaus 
Olahus, simtind nevoia apropierii si mai mult de prietenul sau, ii va scrie „cu dragoste ” cateva 
randuri de mangaiere, raspunzandu-i acestuia la pretioasele aprecieri: 

Am citit si cu atentie si cu dragoste randurile pe care mi le-ai adresat. Din ele am inteles 
tulburarea sufleteasca de care se pare ca esti extraordinar lovit si asta din cauza perfidiei 
prietenilor tai, care trebuiau sa-ti fie recunoscatori. Nu-i de mirare, dragul meu Erasmus, ca pe 
tine unul te indurereaza nelegiuirile si perfidia lor. Caci, desi se pot gasi multi prieteni inzestrati 
cu virtute, cu cinste si cu alte daruri sufletesti, totusi cat de mic este numarul unor astfel de 
prieteni fata de multimea acelora, care sunt plini de rautate, de ticalosie si de rea-credinta. De 
aceea nu numai tu, ci aproape toti oamenii se pot plange, pe buna dreptate, de prieteni 
necredinciosi. 37 

in acelasi timp, Nicolaus Olahus il asigura din nou de prietenia lui sincera si de pretuirea 
neasamanata cu nicio alta comoara pe care i-o poarta in suflet: „De prietenia mea nu te vei cai, 
daca voi fi intelept. Mai ales ca eu afiu in prietenia intima cu tine atata placere, ca n-as 
schimba-o cu nicio comoara .” 38 . in aceeasi scrisoare ii reaminteste de situatia Ungariei, „tard 
prospera odinioara ”, iar acum oprimata de multa suparare, tristete si durere. Se teme, de 
asemenea, si de soarta regelui, care a inaintat cu vreo douasprezece sau paisprezece mii de 
soldati pana la Strigoniu 39 , tocmai pentru a-i alunga pe turci, numai ca de cateva zile nu se mai 
stie nimic despre el: „De un singur lucru ma tern: sa nu fie slabit si infrant din cauza asprimii 
timpului si astfel fortele dusmanilor, care se pot afia in tara noastra, mai adaptabile la greutati 
si mai bine aprovizionate, sa se dovedeasca (Doamne fereste!) superioare. ” 40 . in acelasi timp 
il avertizeaza pe Erasmus de puterea turcilor care nu sta neaparat in strategic militara, ci mai 
ales in iuteala, si ca, pana se hotarasc principii imperiului sa intreprinda vreo actiune militara 
impotriva lor, ei „ar putea sa treaca prin foe si sabie intreaga Germanie ” si „eu ma tern mult 


32 Judecator al Curtei Regale Ungare. Unul dintre corespondentii lui Nicolaus Olahus. 

33 Semthe-Sintava-Semtavia - Schintau - loalitate m Ungaria. 

34 Maria CAPOIANU, Nicolaus Olahus Europeanul, cap. „Desiderius Erasmus ”, Scrisoarea „Catre Erasmus din Rotterdam 
(din Augsburg, in 25 octombrie 1530)”, Fundatia Culturala Libra, Bucuresti, 2000, p. 141. 

35 A se vedea St. BEZDECHI, Nicolaus Olahus-primul umanist de origine romana, Editura RAM, Aninoasa, Gorj, 1939, p. 
76-77. 

36 Ibidem, p. 141-142. 

37 Maria CAPOIANU, Nicolaus Olahus Europeanul, cap. „Desiderius Erasmus ”, Scrisoarea „Catre Erasmus din Rotterdam 
(25 octombrie 1530)”, Fundatia Culturala Libra, Bucuresti, 2000, p. 142. 

38 Ibidem , p. 142. 

39 Strigonium / Esztergom - oras stravechi, ridicat pe ruinele unui castru roman, sediul arhiepiscopiei catolice a Ungariei 
situat pe malul Dunarii. Intre 1544-1684 a fost ocupat de turci. 

40 Maria CAPOIANU, Nicolaus Olahus Europeanul, cap. „Desiderius Erasmus”, Scrisoarea „Catre Erasmus din Rotterdam 
(din Augsburg, in 25 octombrie 1530)”, Fundatia Culturala Libra, Bucuresti, 2000, p. 142. 
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ca profetia - cand doi se cearta, al treilea castiga - se va verified in vremea noastra din cauza 
dezbinarilor interne si a nepasarii principilor crestini' 4 1 . Ii reaminteste de Dieta de la 1 
octombrie 1530, unde se tragea speranta ca imparatul, regele si ceilalti principi ai Gennaniei 
puteau sa ia decizii pentru alungarea turcilor din Ungaria, fapt care nu s-a implinit: „aproape 
toata consfdtuirea s-a consumat in certuri si, sub pretextul apararii credintei si a religiei 
noastre, toate celelalte au fast neglijate, asa incat se poate spline ca nu s-a tratat si nu s-a 
hotarat nimic temeinic in aceasta consfatuire, afara doar de faptul ca s-a stabilit sa se puna la 
dispozitia Ungariei patruzeci de mii de pedestrasi si opt mii de calareti pentru viitoarea 
expeditie generala impotriva turcilor, dar numai cu aceasta conditie: daca imparatul va fi 
pacificat Germania si ii va fi pus de acord pe principi in problema credintei ”. 42 Dar cum 
spiritele sunt atat de invrajbite si atat de multe divergence religioase exista intre ei, speranta 
eliberarii Ungariei de sub ocupatie otomana se prelungeste. In finalul scrisorii, Nicolaus Olahus 
nu-si ascunde parerea ca mai intai trebuie sa se rezolve aceste lupte interne, launtrice, ca mai 
apoi sa se dobandeasca „pacea generala ” si sa se porneasca in lupta impotriva paganatatii. 

Si cum raspunsul lui Erasmus din Rotterdam intarzia sa apara, Nicolaus Olahus, la 18 noiembrie 

1530, ii va trimite o a treia scrisoare, in care ii reaminteste ca au trecut treisprezece zile de cand 
nu a mai primit nicio instiintare sigura de la Buda, de unde „atarna toata salvarea ” lor: 

Acum de curand, dupa ce am auzit despre asedierea Budei, de la prima ciocnire am fost 
foarte siguri ca vom cuceri acel oras in scurt timp si ca loan va cadea in mainile noastre 
dimpreuna cu ceilalti, care s-au inchis in fortareata. Acum, insa, ne-am pierdut orice speranta/ 
Si nu ne indoim numai de izbanda, insa din cauza ca ea intarzie atat de mult, ne temem ca nu 
cumva situatia noastra in acel asediu sa se inrautateasca. [...] Noi, insa, am prefera sa cunoastem 
din timp toate lucrurile, fie bune, fie rele, pentru ca in oricare din situatii ar trebui prevazut 
ceva, sa ne putem ingriji din timp de acest lucru: daca asediul ar avea sanse de succes, sa ne 
bucuram, iar daca nu, sa chibzuim, ca sa luam din timp toate masurile posibile in privinta cailor 
de actionare si a remediilor care ar putea exista pentru toate aceste cazuri. 

In finalul srisorii, face apel la indurarea divina, in a carui mana se alia „soarta tuturor 
muritorilor„Si daca se va intampla sa iesim biruitori si fericiti, Lui trebuie sa-i multumim, 
iar daca vom fi napastuiti, trebuie sa punem aceasta nenorocire pe seama faradelegilor noastre 
si s-o consideram o pedeapsa, care pe drept ne-a izbit pentru pacatele noastre.". In acelasi 
timp, Nicolaus Olahus, considerandu-si mentorul si prietenul „cel mai invatat dintre 
contemporani ”, ii cere acestuia sa-1 lamureasca in toate aceste probleme sociale si religioase, 
facandu-1 vrednic de iubirea lui. Aceasta avea sa fie ultima scrisoare datata din anul 1530 si 
scrisa la Augsburg, fiindca Nicolaus Olahus avea sa se mute mai intai la Ratisbona si apoi sa 
stea la Bruxelles. Aceasta peregrinare a avut loc datorita faptului ca regele Carol Quintul o 
numise pe regina regenta, in locul matusii sale Margareta, decedata in 1530. 

La Bruxelles, exilatul Olahus s-a simtit, cel putin la inceput, mai strain si mai dezolat decat in 
peregrinarile lui anterioare. 

In februarie 1531, ingrijorat, ca Erasmus din Rotterdam nu-i mai rasunde la scrisori, 
Nicolaus Olahus, ii va scrie unui prieten ca regina intentioneaza sa-1 ia cu el in Tarile de Jos, 
unde Maria de Habsburg, fosta regina a Ungariei, avea sa asigure regenta, urmandu-i matusii 
sale, Margareta de Austria. Insa, dupa numai trei zile isi anunta pe acelasi prieten ca soarta i-a 
fost pecetluita, decizia apartinandu-i reginei, pe care n-o putuse convinge sa renunte la serviciile 
lui. Si, infruntand neajunsurile unei calatorii grele, il anunta pe acelasi prieten, la 21 martie 

1531, sosirea la Gand. Primele impresii sunt dezagreabile: 

...obiceiurile oamenilor sunt diferite de ale mele. Ai impresia ca toate se simuleaza si se 
disimuleaza. Multe se fagaduiesc din gura, putine se implinesc prin fapta. Se saluta cu bucurie, 


41 Ibidem, p. 142-143. 

42 Ibidem , p. 143. 
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dar in fundul sufletului nutresc cu totul alte sentimente... Se tine seama, mai degraba, de folosul 
personal decat de prietenii trainice si de mila fata de aproapele tau... Nici ei nu ma inteleg pe 
mine, nici eu pe ei si astfel iti poti da seama singur cata nenorocire aduce omului stramutarea. 

La 25 Martie 1531 Olahus ii va scrie din nou lui Erasmus despre grijile, ostenelile si 
ocupatiile acestuia care se zbate alaturi de regina la curtile principilor si despre cat de nesigura 
este sederea lor intr-un singur loc si sa-1 ierte pentru „tacerea de pana acum”. In acelasi timp, 
face un rezumat al corespondentei lor de pana acum, reamintindu-i de „monstruozitdtile 
omenesti" care i-au provocat multa si indelungata suferinta: in acest secol [...] nu mai are 

trecere acum nici caritatea, nici umanitatea, ca prieteniile sunt false, ca multi, pe care i-ai 
socotit prieteni credinciosi, carora le-ai facut bine si care trebuiau sa-ti fie recunoscatori, 
lasand la o parte orice urma de omenie, s-au lepadat de tine in mod rusinos si din prieteni ti- 
au devenit dusmani de moarte 

In aceasta perioada de mari lupte interne, Nicolaus Olahus il asigura ca nu e de mirare 
ca si oamenii se schimba, desi „statornicia celor buni este intotdeauna aceeasi ”, asa cum si 
virtutile, umanitatea si bunavointa dintre oameni nu se schimba, si ajunge la concluzia ca „soiul 
asta de oameni mai bine nu se nastea, sau mai bine murea inainte de a-si schimba moravurile!”. 
In acelasi timp, il indeamna sa nu se amarasca din cauza acestei nestatornicii a oamenilor, ci 
mai degraba sa se bucure ca el este „un astfel de om, pe care Dumnezeu vrea sa-l inalte chiar 
fata de cei care au fost ingrati, siprin ei Dumnezeu vrea sa faca inca si mai stralucita rabdarea 
ta in ochii celorlalfi”. Si daca, in urma cu aproape un an ii trimisese in dar „o lingura si o 
furculita ”, ii reaminteste ca acestea au scopul de a-i reaminti ca in lipsa lui, acestea, vor fi 
folosite de fiecare data la mesele de pranz si seara, cand prietenii se aduna impreuna. Si, chiar 
daca va ramane doar ca un simplu oaspete, sa aiba ragazul necesar in a-i scrie mai des si sa-i 
ofere „servicii prietenesti”. 

CONCLUZII 

In totalitatea corespondentei celor doi se evidentiaza o comunitate de idei si preocupari, 
dragostea fata de promovarea adevarului si o statomica incredere in posibilitatile omului de a 
fauri o lume mai buma. Pentru umanistii secolului al XVI-lea si pentru prietenii lui Olahus, 
scrisoarea reprezenta mijlocul de comunicare to tala si chiar o paradigma in sine a intretinerii 
unei prietenii la indepartare, iar in acele vremuri aceasta relationare ii ajuta pe umanisti sa-si 
uneasca sufletele intr-o prietenie sincera si devotata. Corespondenta lor denota adevaruri 
istorice si situatii ascunse in societate, lacomia si reaua credinta a papilor, rivalitatea dintre 
Franta si Spania si ceea ce ii provoca multa suferinta lui Erasmus era primejdia otomana si 
venalitatea feudalilor. Si cu toate ca cei doi nu s-au vazut niciodata, intre „inegalabiluF olandez 
si argeseanul-sibian Olahus s-a statornicit o prietenie exemplara, atestata de vasta lor 
corespondenta. Aceasta are un ton amical, de la egal la egal, este plina de confldente si 
intimitati, printul umanistilor sfarsind prin a stabili ca numele de „ Olahus ” este identic cu 
notiunea de „prietenie”\ „RaporturiIe lui Erasmus cu secretarul si consilierul de la curtea 
regala din Bruxelles le-a caracterizat el insasi prin cuvintele: Olahus! In acest nume sunt 
cuprinse toate binefacerile prieteniei!". 
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Abstract: Cicero's letters to Atticus are some of the most valuable documents that the antiquity left us, 
mirroring the most divers aspects of Roman life, and also the impulse of some strong emotions caused 
by the friendship between the two Coryphei of Antiquity. By their style and the pluralism of the topics 
dealt with, of the statements and doubts, the explosions of joy or the laments, the letters reveal the 
authenticity of the moment when they were written. This complexity caused by evoking the features of 
the economic, political, social, legal, moral and literary life reflects exactly the subjective vision of the 
two diplomat and speaker friends. 

Key words: letter, Antiquity, friendship, speaker, Roman life, legal life. 


Corespondenta dintre marii umanisti releva nu numai relatarea unor evenimente sociale, 
economice, politice si culturale, ci si o prietenie sincera si devotata, cel mai elocvent exemplu 
al paradigmei prieteniei umanismului clasic este aceea dintre Atticus si Cicero. Pentru acestia, 
corespondenta a insemnat o masura in tot si in toate, o masura impusa in paralel cu celebrele 
^Epistulae ad Atticum 5,1 . Sigur ca aceasta comparatie este stimulata „de genul proxim al 
scrierii”, cel epistolar, care, mizand pe sinceritatea comunicarii, nu revendica prioritati formale, 
ceea ce ne duce la ideea ca „intre cei apropiati nu conteaza straiucirea formei, ci profunzimea 
comunicarii.” 1 2 . Aceste scrisori ale lui Cicero catre Atticus constituie unul dintre cele mai 
pretioase documente pe care ni le-a transmis Antichitatea, in care se oglindesc cele mai variate 
aspecte ale vietii romane, dar si imboldul unor putemice emotii provocate de prietenia dintre 


1 Au fost tiparite dupa moartea lui Cicero si s-au transmis sub forma colectiei: Epistulae ad Atticum (16 carti). Pe langa 
acestea s-au mai pastrat alte trei colectii: Epistulae ad familiares (16 carti), Epistulae fratrem (3 carti) si Epistulae ad Brutum 
(2 carti). S-au pierdut insa scrisorile adresate catre Pompei, catre Cezar, catre Cato etc. Prima scrisoare cunoscuta dateaza din 
anul 68 i.e.n. De la Cicero ne-au parvenit 864 scrisori, dintre care 774 au pomit de la el, dar, dupa toate probabilitatile, un 
numar egal de scrisori s-au pierdut. In ceea ce priveste constituirea si publicarea lor, au existat mai multe teorii printre care 
cele ale lui B. Nacke, care sustine ca fiecare dintre posesorii de scrisori ai lui Cicero le-ar fi editat, iar colectia pe care o 
cunoastem acum sub titlul Ad familiares este de fapt o seletie a diferitelor colectii publicate separat de diferitii posesori ai 
scrisorilor lui Cicero. Dupa parerea lui L. Gurlitt, aceasta colectie cuprinde cele saptezeci de scrisori despre care Cicero scrie 
lui Atticus ca le are Tiro etc. A se vedea B. Nacke, Historia critica, M. Tulili Ciceronis, Bonn, 1861; L. GURLITT, De M. 
Tulli Ciceronis epistulis, Gottingen, 1879. C. Bard, incercand sa lamureasca, contradictia dintre numarul 70 de scrisori si 16 
carti de scrisori, cate numara colectia, propune ca in loc de scrisori sa se citeasca - volumina - deci Cicero ar fi compus 70 
carti de scrisori, dintre care nu ne-au mai parvenit decat un numar de 16 (a se vedea C. BARD, Zur Provenienz in Ciceros 
Briefer ad familiares, Hermes, 1897). Schanz-HOSIUS, socoteste teoria lui Bard neverosimila (a se vedea Schanz-HOSIUS, 
Geschihte der romischen Literatur, I, 1927, p. 482). O editie romaneasca din care, dealtfel, vor fi si preluate citatele este: 
Cicero. Opere, 3 volume, editie ingrijita de G. GUTU, Bucuresti, Editura Univers, 1973. 

2 Petru PISTOL, Contexte clasice, Universitaria, Filologie, Editura Paralela 45, Pitesti, 2005, p. 35. A se vedea si Marcus 
Tullius CICERO, Epistulae ad Atticum, vol. I, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, prezentarea profesorului 
Constantin POPESCU-MEHEDINTI, p. 3: „Epistulcie ad Atticum” este in primul rand un „adevarat roman istoric al 
evenimentelorpetrecute intr-una din cele mai tumultuoase epoci ale istoriei romane, cum sunt: luptele pentru democratie, 
conflictele sociale acute, luptele sclavilor pentru dreptul social la viatd p libertate”. In acelasi timp, cartea reprezinta si un 
important document istoric si lingvistic, un adevarat tezaur de informare si documentare despre destramarea republicii 
romane. 
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cei doi corifei ai Antichitatii. Cei doi oratori se destainuiau cu o totala sinceritate rezultata din 
dezordinea fireasca a ideilor, din expresiile familiare, din lipsa oricarui corset al convietuirii 
oficiale ale diplomatului sau ale literatului. Prin stilul lor si prin multiplicitatea subiectelor 
tratate, a afirmatiilor si indoielilor, exploziilor de bucurie sau a tanguielilor, scrisorile dezvaluie 
prin fannecul lor, autenticitatea momentului sub imperiul caruia au fost scrise. Aceasta 
complexitate provocata de evocarea particularitatilor vietii economice, politice, sociale, 
juridice, morale si literare, oglindeste intocmai viziunea subiectiva a celor doi prieteni 
dimplomati si oratori. 3 

In scrisorile adresate lui Atticus - corespondenta incepuse inca din anul 68 i.e.n., Cicero 
isi va dezvalui sentimentele de amaraciune si de neputinta in fata vicisitudinilor vietii. Cuprinsul 
scrisorilor sale este foarte variat, pomind de la simpla comunicare, continuand cu indemnul 
prietenesc sau cu rugamintea solemna si ajungand pana la scrisoarea cu un pronuntat caracter 
politic, care, adesea, era multiplicata si distribuita acelora asupra carora trebuia sa exercite un 
efect. Iar daca continutul lor era destul de variat, structura scrisorii sale este, asa cum era pentru 
toti romanii, fixa, sau aproape fixa, fiindca adesea se produceau anumite abateri de la forma 
oficiala. 4 Si cum Atticus facea parte dintr-o familie ecvestra, primind o aleasa educatie, 
indeosebi literara, acesta era apreciat de Cicero pentru memoria sa fantastica, pentru ca retinea 
si reproducea cu fidelitate cele auzite. Indeosebi de fermecatoare era si pronuntarea flrii lui, 
care-1 impusese in societatea civila a vremii ca un literat scolit la Atena, acolo unde a ramas 
pana in jurul anului 65 i.e.n. in timpul sederii sale la Atena, ne spune Nepos, Atticus a ajutat pe 
atenieni cu bani, fara sa le ceara dobanzi mari, dar le cerea sa fie punctuali la scadenta, pentru 
a nu se ingramadi prea mult cu datoriile. Legatura cu Cicero survine si din faptul ca Quintus 
Cicero avea sa se casatoreasca cu Attica, sora lui Atticus, legatura care a cimentat relatiile de 
prietenie dintre cei doi. Atticus, spre deosebire de prietenul sau, care calatorise prin Orient in 
jurul anului 75 i.e.n., avea sa duca un honestum otium, vazandu-si proprietatile lui si cultivand 
artele si literatura, intretinand relatii de prietenie cu atatea personalitati ilustre ale vremii. 
Atticus era un optimat din punctul de vedere al convingerilor politice, dar n-a parasit Roma, de 
unde avea sa-1 tina la curent cu toate evenimentele pe Cicero. Un lucru remarcabil a fost faptul 
ca dupa infrangerea lui Antonius la Mutina, nu s-a asociat cu dusmanii, ci i-a ajutat rudele in 
suferinta 5 , a asistat pe Fulvia, sotia lui Antonius, cand aceasta avea un proces 6 , iar lucrul acesta 
il facea din umanitate, fiindca nimeni nu mai credea ca Antonius avea sa mai joace un rol 
important in viata Romei. Acesta nu a cumparat case, avea sclavi putini, pe care-i invata diferite 
mestesuguri. 7 Era elegant, fara sa fie excentric sau exagerat de elegant, iar la masa avea numai 
sclavi, care citeau din diferite opere. 8 Nu a avut gradini, nici vile, nu mintea si se tinea de 
fagaduieli cu sfintenie. Aceste informatii sunt relatate de Cornelius Nepos. In schimb, 
Carcopino incearca aceste calitati ale lui Atticus sa le transforme in defecte: acesta pune 
moderatia in felul de a trai a lui Atticus pe seama avaritiei, pe seama lasitatii si egoismului. Dar 
in fond Atticus, dupa cum reiese si din corespondenta cu Cicero, a dovedit o profunda 
cunoastere a oamenilor, iar viata lui a fost o confirmare a dorintei sale de a trai departe de orice 
tulburari si in deplina prietenie. Ca exemplu ramane scrisoarea a saptea (b) din cartea a Ill-a, 
adresata lui Cicero: „Quod ad vitam me vocas unum ejfices, ut a me manus abstineam, alterum 


3 A se vedea F. FERRERO, Grandeur et decadence de Rome, traducere franceza dupa Grandezza e decadenza di Roma , 
Paris, 1904-1908, 6 volume, mai ales volumul al II-lea; T. RICE HOLMES, The Roman Republic, Oxford, 1923; Block- 
CARCOPINO, Des Gracques a Sylla, Paris, 1940. 

4 La romani, scrisoarea incepea cu salutarea adresatului, care prilejuia si cunoasterea trimitatorului si a adresatului. De 
exemplu: Cicero saluta pe Atticus. Dupa salutare, urmeaza cuprinsul, iar scrisoarea se termina cu o urare de sanatate, 
exprimata de verbul - vale - ,fii sanatos” si cu data cand a fost expediata. 

5 Epistulae ad Atticum, IX, 3. 

6 Epistulae ad Atticum, IX, 4. 

7 Epistulae ad Atticum, XIII, 1 - XIII, 3. 

8 Epistulae ad Atticum, XIV. 1. 
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non potes, ut me non nostri consilii vitaeque paenitea.” , 9 Atticus nu mceteaza sa-1 ajute pe 
Cicero, citindu-i discursurile si facand numeroase observatii: „Quid multa? Totum hunc locum, 
quem ego varie meis orationibus quorum tu Aristarchus es, soleo pingere, deflamma, deferro 
nosti enim illas lecythos valde graviter pertexui .". 10 

In anul 45 i.e.n., cand Cicero se credea exclus de la viata politica si suferea amamic, 
Atticus il consola, aratandu-i ca poate sa desfasoare o activitate de casa: „Sed domus est, ut ais, 
forum. Quid ipsa domo mihi opus est carenti foro? Occidimus, occidimus, Attice, jam pridem 
nos quidem, sed nunc fatemur, postea quam unum, quo tenebamur, amisimus.” . Aceasta fraza 
ilustreaza diferenta de conceptie despre viata a celor doi prieteni: in timp ce Cicero suferea 
amamic din pricina lipsei de libertate pe care o instaurase puterea lui Caesar, pentru Atticus 
casa putea sa fie foarte usor o consolare. 

Corespondenta dintre cei doi releva nu numai lumina de prietenie si calitatile oratorice 
si morale, ci si evidentierea unei infinitati de realitati si evenimente economice, sociale si 
politice la care au participat sau doar au asistat, pe care aveau sa le sublinieze Plutarh, Boissier, 
Ciaceri si Constans. Plutarh, 12 in calitatea lui de moralist, cauta sa indeparteze toate acele 
defecte ale lui Cicero, care 1-ar pune intr-o lumina urata. Astfel ca in „Viata lui Cicero ”, 
biograful din Cheroneea lauda inteligenta precoce a copilului Cicero, arata cinstea de care a dat 
dovada ca cvestor in Sicilia, inserand anecdota in care se spune cum un prieten, nebanuind ca 
la varsta aceea Cicero ocupa importanta functie de cvestor. De asemenea, acesta va arata ca 
Cicero ducea o viata „neconstrdnsa si cumpatata”, subliniind cinstea de care se bucura ca 
praetor, ca predicator al puterii cuvantului. Tonul acestei apologii se vede in lucrarea „Cicero 
si prietenii sai", scrisa de invatatul francez, G. Boissier la Paris, in anul 1865: „Cea mai buna 
cale de a-l apara pe Cicero este sa ne amintim in ce timp a trait si cat deputin erafacut pentru 
acest timp... Evenimentele, mai puternice decat el, ii incurcau in fiecare clipa planurile si se 
jucau cu vointa lui sovaielnica... Am ajuns, in istoria vietii sale, la unul dintre acele momente 
penibile, cand el sacrifica onoarea pentru linistea sa; sa nu Jim prea severi cu el si sa ne 
amintim ca mai tarziu el a sacrificat nu numai linistea, ci chiar viata sa pentru onoare" 13 . De 
altfel, G. Boissier 14 afirma meritul lui Cicero de a se fi ridicat contra tiraniei, pe care avea s-o 
instaureze Caesar si pe care o vedea incarcata in regimurile despotice orientale, de a fi dat lupta 
pentru libertate, chiar daca aceasta libertate era numai o umbra. Si, cu toate ca Cicero se inselase 
in acest sens, totusi libertatea nu murise. 

Cu toate acestea, Gaston Boissier afirma ca „Scrisorile sunt o forma semnificativa de 
exprimare a constiintei de sine, oglinda, rareori aburita, in care veacul si oamenii sai seprivesc 
cu luciditate sau doar cu orgoliu. [...] A -si scrie inseamna nu numai o cale de transmitere 
prompta a noutatilor, ci mai ales o forma de regasire si de auto-exprimare in liniile mereu 
miscatoare ale dialogului." 15 . Prin acestea Boissier va prezenta punctul de vedere al savantului 
specialist si al psihologului literat, atent la toate nuantele inefabilului greu de incadrat in rigorile 


9 Epistulae ad Atticum, III, 7, b: ,Jn privinta faptului ca ma indemni sa traiesc, nu veiface decat sa ma determini sa nu ma 
sinucid, dar nu mapoti determina sa nu-mipard rau de felul cum am judecat §i am acfionat.”. Este Jndemnul lui Atticus 
oferit lui Cicero din timpul exilului. 

10 Epistulae ad Atticum, I, 14, 3: „Ce sa-ti mai spun, tot acest toe comun pe care eu il graiesc de obicei in cuvantarile mele - 
a caror Aristarch epi - despre flacari, despre sabie - cunosti cutiile mele cu parfum - le-am tesut foarte bine”. 

11 Epistulae ad Atticum, XII, 23, 1: „Dar, zici tu, casa esteforul. La ce-mifolose$te casa, cand sunt lipsit de for? Am murit, 
am murit, Attice, demult, dar abia acum o marturisesc, dupa ce ampierdut singurul lucru care ma mai tinea.”. 

12 A se vedea PLUTARCHUS, Vietiparalele., vol. IV, trad. prof. Nicolae BARBU, Editura Stiintifica, Bucuresti, 1969. 

13 Gaston BOISSIER, Cicero ?iprietenii sai, traducere de Nicolae Steinhart, Bucuresti, 1977, p. 256. 

14 Marie Loius Antoine Gaston BOISSIER (1823-1908) este cel mai cunoscut cercetator al antichitatii romane, profesor de 
retorica si de literatura latina, director de studii la Ecole des Hautes Etudes, membra al Academiei Franceze, scriitor si critic 
literar, care s-a ocupat in mod special de analiza operei lui Cicero. A se vedea Gaston BOISSIER, Ciceron et ses amis, editia 
aVII-a, 1884, editia a X-a, 1895, editia a Xll-a, 1902, editia a XVI-lea, 1912 si alte editii in 1923, 1926... 

15 Gaston BOISSIER, Cicero ?iprietenii sai, traducere de Nicolae Steinhart, Bucuresti, 1977, p. 7. 
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unei definitii. Acesta va incerca sa prezinte prietenia sub paradigma umanismului clasic si sa 
constate daca Cicero si Atticus din scrisori sunt ei in realitate si daca scrisorile lor vorbesc 
despre caracterul lor real. 16 De altfel, Boissier adevereste premisa lui Maurois, sustinuta intr-o 
conferinta la Cambridge, ca eroii sai sunt personalitati complexe, ca umbrele vietii si 
temperamentului lor capata coerenta doar prin raportare la lumina aceleiasi vieti - prietenia. 

Or, aceasta cautare indrazneata a adevarului tinde catre obiectivitate, in timp ce intentia 
se interpune nobilelor justificari ale asa-numitei „sacrificari ale onoarei ”. Si cum vigoarea 
marilor personalitati este supusa si ea trecerii ireversibile a timpului, aceasta reintoarcere 
graveaza sublim pecetile unor cadre fixe ale unei biografii ce justified motivul profund al 
meditatiei asupra prieteniei lor. In timp ce Atticus se dovedea a li un enigmatic bancher si 
iubitor al artelor in care Montaigne vedea exemplul clasic de om care prin meditatie si 
recluziune se salva din naufragiul universal, Cicero ii vorbea ca si cum ar vorbi cu el insusi. 
Atticus era un foarte bun cunoscator al limitarilor firii umane, reusind de fiecare data sa 
ocoleasca cu multa diplomatic capcanele lasitatii dar si tentatiile curajului, devenind confidentul 
de seama al lui Cicero: „Nevazute, dar atat de tainice corespondentele sustin unitatea acestui 
celebru triumvirat al prieteniei(Cicero,Atticus,Brutus) dramatic unit si despartit de 
rostogolirea istoriei.” 11 . Ca si Atticus, Cicero isi va regasi linistea in arta si lectura, imbracandu- 
se cu adevaratele prietenii, luptand si raspunzand de soarta si linistea Cetatii. Sub aceasta 
povara, el va fi martor al atator lupte ale secolului. Lui i se va adresa cu imperative dovezi de 
prietenie Pompei si chiar Cezar, care il vor ruga in dese randuri sa se intoarca la Roma, tocmai 
pentru a se folosi de „sfatul sau cuminte ”, de influenta sa si de prestigiul sau. Or, la aceasta 
itersectie a pasiunilor politice ale timpului, Cicero a fost revendicat pe rand de partidele aflate 
intr-o necrutatoare disputa, si de aceea el tot fugea cu acea deznadejde care strabatea cele mai 
adanci urme de curtoazie: „Sper si vreau sa cred, tinand seama de intelepciunea ta minunata si 
fara seaman, ca as dori sa discuti cu mine despre linistea, pacea si buna-mtelegere dintre 
cetateni, si in privinta aceasta, socotesc ca firea si pozitia mea ar fi destul de potrivite.” 18 . 

In acelasi timp, Cicero ii admira „geniul, gustul si caracterul ” lui si al amicului comun 
Marcus Iunius Brutus, despre care avea sa scrie William Shakespeare si Voltaire. Tot ceea ce-i 
scrie se prezinta pe atat de liber si de firesc, incat lesne este de inteles ca expresia lui —fulmina 
verborum - seamana cu o pledoarie deschisa, amicala, si nu cu o cuvantare politica. 19 Numai 
Atticus era privilegiat: primea uneori cate trei scrisori in aceeasi zi. E drept ca le scria pe unde 
putea, la plimbare, pe sosele, atunci cand calatorea. lata deci, ca ceea ce place in scrisorile lui 
este tocmai faptul ca ele exprima cel dintai impuls al simtamintelor sale, fiindca nu-si acorda 
timp pentru a le „cosmetizd’'' sau pentru a se deghiza in nefiresc: „missus est sanguis invidiae 
sine dolore ” („sangele urii s-a scurs fara durere..."). 

Pe de alta parte, dragostea de singuratate pune intr-atata stapanire pe el, incat nu se 
socoteste niciodata indeajuns de izolat. In corespondenta sa cu Atticus, ii va scrie ca vila lui a 
devenit o „promenada publica ” in care da de „cei mai plictisitori oameni din lume ”, de Sebosus 
si de Arrius. In acelasi timp, isi arata dorinta de a se reintoarce in „prea frumosul munte al 
patriei sale , \ in leaganul copilariei: „In montes patrios et ad incunabula nostra”. 20 Este 
momentul cand il surprindem pe Cicero in ipostaza ganditorului, care se intreaba cu mahnire 
sub piatra filosofala a lui Aristotel „Quando vivemus?” („Cand avem oare sa traim?”). Sunt 
surpinse si aceste lamentari sfioase, in curand inabusite de zgomotul si valmasagul luptelor. El 
se avanta prin discursuri inchegate impotriva lui Clodius, prin intepaturile cele mai aprige ale 


16 A se vedea FORSYTH, Life of Cicero, Londra, Murray, 1864; ABEKEN, Cicero in seinen Briefen, Hanovra, 1835. 

17 Gaston BOISSIER, Cicero §iprietenii sai, traducere de Nicolae Steinhart, Bucuresti, 1977, p. 9. 

18 Gaston BOISSIER, Cicero fi prietenii sai, traducere de Nicolae Steinhart, Bucuresti, 1977, p. 10. 

19 Epistulae adfamiliares, XV, 17. 

20 Epistulae ad Atticum, II, 15. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. I, Cartea a Il-a, Scrisoarea 
15, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 125: „muntiipdrintefti fi la leaganul copilariei mele”. 
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retoricii si nu-si iarta candidatii care se infiereaza fara scrupule: judicios quos fames magis 
quamfama commouit” 21 . Insa, pentru faptul ca avea obiceiul de a se supune impresiilor de 
moment si de a se schimba o data cu ele, tonul scrisorilor lui Cicero catre Atticus difera de la o 
scrisoare la alta. Fraza dulce si armonioasa, ce denota un echilbru sufletesc perfect se schimba 
intr-o fraza fara tranzitie, maiestuoasa si biruitoare, in care sunt folosite expresii pompoase 
precum: fortissimus, prudentissimus, etc. 22 Si, desi nu se adreseaza decat credinciosului sau 
Atticus, se pare ca se aude un ecou al solemnelor cuvantari pe care tocmai le-ar II rostit in fata 
senatului sau in fata poporului. Acesta nu infrunta primejdiile, ba chiar le uita, dar atunci cand 
intalneste vreo persoana speriata, de graba il cuprinde si pe el groaza si, de indata, i se schimba 
si lui stilul: se insufleteste, se mfierbanta; jalea, spaima si emotia il ridica dintr-odata la 
elocventa cea mai inalta. 23 Aceasta constatare il va face pe Gaston Boissier sa afirme: 

Oamenii perfecti nu exista decat in romane. Binele si raid sunt tot atat de intim amestecati laolalta 
in firea umana incat rareori dam de unul fara a da si de celalalt. Caracterele cele mai ferme au 
slabiciunile lor; in cele mai frumoase fapte intra motive care nu sunt totdeauna spre cinstea 
faptuitorului; afectiunile noastre cele mai alese nu sunt cu totul scutite de egoism; indoielile, 
banuielile jignitoare tulbura uneori prieteniile cele mai trainice. 24 

Or, pe prudentul Cicero il indeamna acest ,/oc al impresiilor Cuvantul ori condeiul 
lui releva nu numai consistenta gandurilor, ci si slabiciunile de-o clipa, violentele scurte, dar 
care se potolesc de indata in urma impunerii unei ratiuni temperamentale. Acesta consemna 
rezultatul reflectiilor si studiilor sale, ca un inflacarat si sustinator al filosofiei platoniene care 
tintea in toate absolutul. Filosofia sa speculative il va ajuta sa vorbeasca cu mult respect despre 
regalitate, prin aceasta el intelegand unfel de carmuirepatriarhala si chiar primitivd, dar bazata 
pe virtutile dreptatii si adevarului. 25 De multe ori se plangea binevoitorului Atticus de 
neajunsurile familiale, de faptul ca „ranile-i suntproaspete ”, incat „nu le putea atingefara a le 
face sa sdngereze”. 26 

Prietenia dintre Cicero si Atticus a tinut fara intreruperi si fara vremuri tulburi, pana la 
moarte. In caz de absenta, oricat de scurta, isi scriau si, daca se putea, nu numai o singura data 
pe zi. Aceste scrisori, unele scurte, spre a evoca la repezeala o amintire comuna, altele lungi si 
destul de chibzuite, cand evenimentele trebuiau a fi dezbatute mai pe larg. Scrisorile acestea 
contin intreaga lor viata. Cicero le-a caracterizat cum nu se poate mai bine cand a spus: , A fast 
o conversatie intre noi doi.” 21 . Or, publicand scrisorile amicului sau, Atticus s-a ferit de-a le 
adauga pe ale sale, si asta, probabil, ca nu dorea sa i se poata descoperi prea usor sentimentele, 
in timp ce prudenta lui incerca sa ascunda publicului parerile-i secrete si sa impiedice accesul 
la viata lui intima. Dar, oricat de mult a voit sa acopere acest ascunzis sufletesc, voluminoasa 
corespondenta purtata cu Cicero va evidentia stransa prietenie cu acesta. Atticus a trecut prin 
trei razboaie civile, a vazut Roma cotropita de patru ori de diversi stapani si macelurile reluate 
dupa fiecare noua victorie, ba mai mult, acesta, la intrebarea,, - Ce-ai facut in timpul teroarei 


21 Epistulae adAtticum, IV, 15. A se vedea si Marcus Tullius CICERO, Epistulae adAtticum, vol. I, Cartea a IV-a, 
Scrisoarea 15, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 184-186. 

22 A se vedea Pierre GRIMAL, Cicero, Editura Pergam, Coletia Clasic, Puchenii Mari, 2011. 

23 Epistulae ad Atticum, VII, 9. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. I, Cartea a VH-a, 
Scrisoarea 9, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 266-267. 

24 Gaston BOISSIER, Cicero fiprietenii sai, traducere de Nicolae Steinhart, Bucuresti, 1977, p. 28. 

25 Ca si Aristotel, Cicero accepta institutia in sine si o gasea legitima. 

26 Epistulae ad Atticum, XII, 22. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. II, Cartea a XH-a, 
Scrisoarea XXII, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 404-405: ,J)e altfel acestea sunt suferintele morale, 
pe care nu lepoti atingeJara un dureros geamdt.” Cicero in aceasta scrisoare, datata la 18 martie 45 l.e.n. de la Astura, ii 
cerea lui Atticus sa-1 tempereze, fiindca numai el putea sa descopere adevarul. 

27 Gaston BOISSIER, Cicero §iprietenii sai, traducere de N. Steinhardt, Editura Univers, Bucuresti, 1977, p. 117. 
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ii va raspunde modest: Ce-am facut? Am trait ,”. 28 Atticus a trait aceste vremuri tulburi, dar 
n-a trait umil, nestiut, refugiindu-se in cine stie ce oras mai indepartat, ci a stat la Roma in plina 
lumina. Si cu toate ca si-a dorit sa traiasca departe de toate treburile politice si de partide, acesta 
nu a putut niciodata sa se declare neutru, fiindca lumea li asocia numele cu traditia familiei. In 
acelasi timp, el este unul dintre primii invatati ai vremii care i-a magulit pe atenieni prin faptul 
ca si-a aratat in mod fatis admiratia pentru literatura si arta Greciei. In schimb, Cicero era un 
om de stat, caruia i se cadea sa vadeasca intelepciunea romana. 

Pe de alta parte, Atticus avea sa devina un adevarat editor pentru Cicero, si dat fiind 
faptul ca operele prietenului sau se vindeau bine, s-a nimerit ca prietenia aceasta, atat de placuta 
inimii sale, sa se concretizeze si cu scopul sau - acela de a se imbogati. 29 Iar, la drept vorbind, 
aceasta indeletnicire putea fi marturisita prin faptul ca nu era interzis unui iubitor de literatura 
sa fie si tipograf; dar Atticus avea deprinderea unei vieti dincolo de mofturi. 30 Si, totusi, o 
asemenea indeletnicire nu era potrivita unui invatat, dar il ajuta sa pastreze legatura cu cei mai 
intelepti invatati ai vremii. Acesta avea grija sa nu se arate mult prea fatis interesat de bogatie, 
intrucat Cicero, intr-una dintre scrisori „// ia in zeflemea ”, cand asediul orasului Sicion avea 
drept cauza „debitorii indardtnici ”. 31 Or, pentru a se tine departe de vreo adeziune politica, 
Atticus nu invoca nepasarea ori frica, ci cauta in dese randuri cate un motiv „mai onorabil ”, 
specific unei scoli filosofice, declarandu-se epicurian. Lucrul acesta avea sa-1 arate destul de 
bine Cicero intr-un pasaj din „Tratatul legilor ”, unde, stand de vorba cu Atticus, pe malul raului 
Fibrenus [astazi Fibreno ], sub fermecatoarele umbrare de la Arpinum: 

Esti de acord cu mine, Pomponius, ca puterea zeilor nemuritori, judecata lor, intelepciunea lor, ori, 
altfel spus, pronia lor, carmuieste universul? Daca n-o admiti, va trebui sa incep prin a ti-o dovedi. - 
Hai, raspunde Atticus, sunt de acord, daca mi-o ceri, caci datorita pasarilor acestora care canta si 
susurului acestor paraie, nu mi-e deloc teama sa fiu auzit de vreunul din condiscipolii mei . 32 

Regasim aici toata firea lui Atticus, care nu se va alege cu mari foloase de pe urma 
aderarii lui la scoala filosofica epicuriana. Acesta doar este domic de cunoastere, intreaba si 
chestioneaza mereu, stameste raspunsurile, ridica obiectiuni, Jmboldeste pe luptatorF, si-n tot 
acest timp priveste linistit lupta fara a lua parte vreodata la ea. Mai tarziu il vom regasi departe 
de Roma, unde avea sa traiasca intr-un continuu pelerinaj spiritual, timp de douazeci si trei de 
ani, venind in vizita numai la intervale foarte rare si poposind de obicei acolo doar pentru putina 
vreme. Chiar numele sau, Atticus, pe care-1 aducea de la Atena, parea sa proclame ca nu mai 
vrea sa traiasca decat pentm a studia literatura si a se bucura de arte. In acest sens, Cicero, 
mereu indiscret, avea sa povesteasca ca in casa lui Atticus, unde se serveau „obisnuite legume 
pe farfurii foarte scumpe ”, acesta reusea sa citeasca cele mai frumoase opere ale lui Cicero. 33 

Si iata cum dintre toate fericirile lui Atticus, cea care 1-a itnpus in umanismul clasic este 
cea a deosebitului noroc de a-si fi agonist prietenia cu Cicero. Si pentm aceasta s-a trudit si s-a 
preocupat in mod deosebit, folosind toate mijloacele prieteniei firesti, dar uneori si vanitatea ei. 
S-a folosit de cunostintele sale istorice spre a talcui genealogii ingaduitoare, unde se facea chiar 


28 A se vedea Maras Tullius CICERO, Filipice (discursuri impotriva lui Marcus Antonius), studiu introductiv de G. GUTU, 
Editura pentru Literatura Universala, Bucuresti,l 1968, p. V-XXXIII. 

29 A se vedea Gaston BOISSIER, Atticus, editor al lui Cicero - studiu publicat in „Revista arheologica ” . 

30 Epistulae ad Atticum, IV, 4-8. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. I, Cartea a XH-a, 
Scrisoarea XXII, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 174-180. 

31 Epistulae ad Atticum, I, 13-19: Atticus, la intoarcerea in orasul Sicion, avea sa se multumeasca doar cu vreo cativa 
nenoriciti de gologani { nummulorum aliquid) obtinuti cu mari si staraitoare ragaminti. 

32 De leg. I, 7. Acesta va ramane credincios acestui rol de filosof amator, cand spune mai departe (1,21) ca Antiochus 1-a 
ajutat sa faca un oarecare numar de pasi in Academie, deduxit in Academiam perpauculis passibus. Mai departe nu se 
aventura niciodata. 

33 Epistulae ad Atticum, VI, 1. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. I, Cartea a XH-a, Scrisoarea 
XXII, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 223-232. 
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complicele multor minciuni, multor fantezii in sprijinul stiintei sale. Pe de alta parte, acesta, 
neavand nici indarjitul simt moral al lui Cato, nici violentele antipatii ale lui Cicero, acesta 
reusea in dese randuri sa se inteleaga cu toata lumea. Amabilitatea lui era universala: „toate 
varstele si toate caracterele il gaseau pe plac." 3A . Atticus era bine placut si de Balbus, si de 
Teofan, confidentii lui Cezar si ai lui Pompei, de Clodius si sora acestuia, Clodia, precum si de 
altii care nu se bucurau de un bun renume. Ca si Cicero, Cornelius Nepos observa in el, plin de 
admiratie, un tanar fermecator in vorba si-n purtare. Era simpatizat chiar si de Brutus pentru 
temperamentul sau sociabil si starea lui sociala, devenind un ambasador ce stia sa-si apropie 
chiar si cei mai temuti adversari, caci avea obiceiul, spune Cicero, de „a-si injgheba” prieteni: 
„soles conglutinare amicitias.” 35 . in relatia lui cu Cicero, reusea in dese randuri sa risipeasca 
orice banuiala si orice prejudecata, care ar fi putut sa-i impiedice sa se cunoasca, ba mai mult, 
acesta reusea chiar sa se schimbe in mijlocitor al prieteniei, tocmai pentru a trai in armonie. Un 
exemplu, in acest sens, ar fi izbanda lui de a-i impaca pe Hortensius cu Cicero, determinandu-i 
sa traiasca in pace, in pofida aprigei zavistii care-i despartea: „Cata osteneala trebuie sa fi dat 
pentru a potoli aceste doua vanitati artagoase, mereu gata sa se aprinda, si pe care soarta 
parea sa se distreze atatandu-le si mai mult si opunandu-le neincetat una alteia .” 36 . 

Cu toate acestea, nu toate aceste relatii ale lui Atticus erau niste adevarate prietenii. Pe 
multi dintre ei ii vizita pentru foloasele pe care, fie siguranta sa personala, fie averea sa, le 
puteau trage de pe urma lor. Or, intre prietenii de seama ai lui Atticus au ramas Cicero si Brutus, 
care i-au dovedit pana la sfarsit o incredere fara reticente. Si cu toate ca, printre elogiile lui 
Cicero, Atticus nu pare atragator, totusi nu incape indoiala ca a fost si apreciat si indragit pentru 
bunavointa sa, pentru mintea sa foarte agera, pentru instruirea sa culturala si istorica. 37 Insa, 
fara a fi in adevaratul sens al cuvantului un carturar, Atticus, in cursul studiilor sale, se apropiase 
de toate: de artele frumoase, de poezie, de gramatica, de filosofie si de istorie. Acesta avea 
pareri chibzuite, uneori chiar originale; era in masura sa discute cu eruditii fara a se pune intr- 
o situatie prea neplacuta. 

Pascal 1-ar fi numit „om de isprava”', era in toate domeniile un amator inteligent si luminat. Iar stiinta pe 
care si-o insuseste un amator este pentru mai multe pricini dintre cele mai apreciate in societate. Mai 
intai, dat fund ca nu studiaza principiile, il intereseaza mai ales curiozitatile; cunoaste mai ales 
amanuntele atragatoare si noi - amanunte pe care oamenii de lume tin a le cunoaste. Pe langa acestea, 
insasi diversitatea studiilor ce-1 ispitesc il impiedica a merge cu adancirea vreunuia pana la capat; firea 
il duce mereu altundeva, mai inainte de a fi apucat sa mearga pana-n temelii cu un anume lucru. [...] In 
sfarsit, carateristica amatorului este de a face totul cu patima, chiar ceea ce nu face pentru o clipa [...] 

Cam asa trebuie inteleasa si stiinta lui Atticus. 38 

Stiinta lui era mult prea extinsa pentru ca o convorbire cu el sa poata ajunge una 
monotona; pe cat era de vie, pe atat era de patimasa, fiindca vorbea cu mult entuziasm si multa 
aprindere, ceea ce a fermecat caracterele cele mai dificile ale vremii. Insusi batranul Sulla, care 
nu avea prea multe motive sa-1 indrageasca, il asculta cu placere cand citea versuri elenesti si 
latinesti. Mai tarziu, insusi August a fost fermecat de dialectica sa, scriindu-i aproape zilnic, 
doar pentru a pritni raspunsuri lungi. Or, printre toate aceste calitati dobandite, exista, una 
aproape innascuta: discretia si onestitatea prieteniei. In prietenia cu Atticus, atat Cicero, cat si 
Brutus nu aveau sa se teama vreodata ca secretele lor vor fi divulgate, ci mai degraba era vorba 
de o intimitate calda, calma si lipsita dezguduiri in vederea unei trainicii sen in e si depline. Prin 


34 Gaston BOISSIER, Cicero $iprietenii sai, traducere de N. Steinhardt, Editura Univers, Bucuresti, 1977, p. 128. 

35 Epistulae ad Atticum, VII, 8. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. I, Cartea a VH-a, 
Scrisoarea a VUI-a, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 264. 

36 Gaston BOISSIER, Cicero §iprieteyiii sai, traducere de N. Steinhardt, Editura Univers, Bucuresti, 1977, p. 129. 

37 Epistulae ad Atticum, XIII, 33. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. II, Cartea a XHI-a, 
Scrisoarea a XXIII-a, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 447-449. 

38 Gaston BOISSIER, Cicero §iprieteyiii sai, traducere de N. Steinhardt, Editura Univers, Bucuresti, 1977, p. 130-131. 
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purtarea sa, Atticus, oferea, impotriva obiceiului vremii, mai mult decat cerea. Era bogat si nu 
se lasa tarat niciodata prin procese, nu solicita functii publice, ci-si dorea necontenit armonia 
unei prietenii sociale adevarate. 

Cicero avea mare nevoie de un prieten ca Atticus, fiindca acesta apartinea acelei 
categorii de oameni inteligenti care nu se pricep deloc la socoteli, ci la o cu totul alta literatura 
a vietii: aliis sum chartis, aliis litteris initiatus , 39 Dar atunci cand Cicero voia sa cumpere o 
bucata de pamant, Atticus mai intai se facea foe si para, dar cum prietenul sau se incapatana, 
acesta repede se ducea sa o vada si sa se tocmeasca asupra pretului. Iar daca era vorba de 
construirea unei case, Atticus il aducea pe arhitectul sau si controla el insusi planurile si 
lucrarile, aducand statui din Grecia. Acesta se pricepea de minune in a le alege, fapt ce-1 
determina pe Cicero sa-i laude „Hermatenele ” din marmura pantelica, pe care i le-a procurat. 40 
Atticus se ocupa si de procurarea cartilor grecesti, prin bibliotecarul Tirannion, in vederea 
asezarii lor in bibliotea ciceroniana: „De cand Tirannion mi-a randuit cartile, s-ar zice ca 
locuinta mea s-a ales cu un suflet.” 41 . 

Pe de alta parte, Cicero nu-i ascundea nimic si-i incredinta fara nicio restrictie toate 
necazurile sale domestice: ii vorbea despre furiile fratelui si despre nesabuintele nepotului; ii 
cerea sfatul in privinta supararilor ce i le pricinuiau nevasta si fiul. Iar cand Tullia ajunge la 
varsta maritisului, Atticus este acela care-i va cauta un sot in persoana unui cavaler avut si 
asezat. Din nefericire, acesta nu va accepta, iar fata se va marita cu un senior scapatat care avea 
sa-i toace zestrea fetei si a silit-o sa-1 paraseasca. Mai mult, Atticus, da inca o data dovada de 
prieten adevarat si, dupa ce Tullia avea sa moara de suparare, avea sa mearga la doica sa-i poarte 
de grija copilului ramas orfan. Tot in aceasta perioada, Cicero avea sa-i dea de (urea cu cele 
doua divorturi ale sale. Dupa ce divortase de prima sa nevasta, de Terentia, acesta ii va cere sa 
o convinga a intocmi un testament in favoarea sa. Si tot lui ii va incredinta neplacuta sarcina de 
a-1 scapa de cea de a doua nevasta - Publilia - cand aceasta voia sa intre cu de-a sila in casa 
sotului. 42 Si tot lui avea sa-i incredinteze si lucrul cel mai scump din lume - faima sa literara: ii 
incredinta lucrarile sale de cum le scria, le indrepta potrivit sfaturilor sale si astepta hotararea 
acestuia pentru a le da in vileag. 43 

Cicero il trata ca pe un prieten de care nu te feresti si caruia i te dezvalui in intregime 
si, desi tinea mult ca elocinta-i sa lie luata in serios, cand era sigur ca numai Atticus il aude, nu 
sta pe ganduri si nu face mofturi cand vine vorba de tainele mestesugaresti: „De data aceasta, 
ii spunea el voios, am intrebuintat toata cutia de arome a lui Isocat si toate sipetele ucenicilor 
lui.” 44 . De altfel, Cicero era recunoscator pentru toate serviciile acestea si-1 indragea cu adevarat 
pe Atticus: nu era fericit decat cu el; nu se satura de a-1 vizita; abia se despartise de el, ca si 
ardea de dorul sa-1 revada. Gandul catre prietenul absent se intorcea de fiecare data, chiar daca 
primea laude si era apreciat de admiratorii vremii: „Cu lumea intreaga, ma aflu nespus mai 
singur deedt daca as ft numai cu tine.” 45 . Motivul pentru care-i cere prezenta este deshiderea 


39 A se vedea Fustel de COULANGES, La Cite Antique, trad. G. ALEXIANU, Bucuresti, 1929. 

40 Pantelikon ori Pantelicus: munte de langa Atena, renumit pentru carierele sale de marmura de buna calitate. 

41 Epistulae ad Atticum, IV, 8. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. I, Cartea a IV-a, Scrisoarea 
a VUI-a, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 179. 

42 A se vedea Pauly-WISSOWA, Realencyclopadie der Klassichen Ahertumswissenschaft - Dictionnaire Encyclopedique 
Larouse, Paris, 1969; Daremberg-SAGLIO, Dictionnaire des Antiquites Greques et Romanies', Paris, 1894-1898; P. 
COMMELIN, Nouvelle Mythologie Greque et Romaine, Paris, Gamier Freres. 

43 A se vedea De amicitia, 15: ,Jn ziua cand pier opresorii patriei, se vede limpede ca ei nu au prieteni”. A se vedea si M. 
NISARD. Oeuvres de Ciceron, Tome V, Paris, 1840. 

44 Epistulae ad Atticum, II, 1. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. I, Cartea a Il-a, Scrisoarea 1, 
Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 107-111. 

45 Epistulae ad Atticum, XII, 51. A se vedea si Marcus Tullius CICERO, Epistolae ad Atticum, vol. II, Cartea a XH-a, 
Scrisoarea 51, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 423: „// am langa mine pe Tiro mai repede decat 
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totala, fara nicio constrangere: „Te doresc, am nevoie de tine, te astept. Am mii de lucruri care- 
mi dau nelinisti, care ma supara si de care o singura plimbare cu tine ma va usura ,” 46 . Toate 
acestea dovedesc faptul ca Cicero il socotea pe Atticus nu numai ca pe unul dintre acei prieteni 
seriosi si de nadejde pe care te poti sprijini si bizui, ci totodata il socotea un suflet nobil si 
gingas: „Te impartasesti din toate mahnirile celorlalti.” 41 . Toate aceste calitati vin din ceea ce 
numeste metaforic Cicero, din „avantul sufletului care vrea sa iubeasca ”, din sufletul 
epicureanului priceput in mestesugul de a trai si de a sti ca „viata nu mai e viata, daca nu-tipoti 
afla odihna in afectiunea unuiprieten. ,,4S . 

Atat Cicero, cat si Atticus au stiut sa renunte la timp la emotiile luptelor politice, la 
biruintele elocintei, la bucuriile ambitiei implinite, dar tineau in schimb sa se bucure de toate 
placerile vietii interioare. Iar pentru aceasta desfatare, prietenia dintre cei doi este mai mult 
decat necesara, atat pentru linistea inimii lor, cat mai ales pentru inaltimea gandirii lor ascutite. 
Energia lor era directionata in a dobandi frumusetea vietii petrecute printre prieteni, numita de 
Bosuet „bunul cel mai de pret al omului.”. 49 De bunul acesta s-au bucurat pe deplin cei doi 
tovarasi, trecand dincolo de dorintele lor si infrumusetandu-si viata intr-un nume al unei 
prietenii ce a dainuit peste veacuri. Aceasta corespondents ne dezvaluie, in lumina cea mai 
limpede, toate aceste clipe din viata particulars si publics a celor doi mari invStati ai vremii, ne 
dezvSluie in chip lircsc roadele prieteniei adevSrate, cu sensibilitatea vie a lui Atticus imbinatS 
cu inteligenta si imaginatia mobilS a oratorului Cicero. 50 Acestia, ajutati de o largS intelegere a 
evenimentelor vremii, aveau sS castige faima si popularitatea corespunzStorului cursus 
honorum. 51 Ei n-au avut intotdeauna nici viziunea, nici indrSzneala si nici cruzimea lipsei de 
scrupule, pe care vremea le cerea de la ei si nici nu s-au coborat la actiunile de jaf si de 
dezonoare ca Verres si Chrysogonus, neindrSznind sS se gandeascS la actiuni incendiare de felul 
celor plSnuite de Catalina. 52 Ei n-au avut nici tSria intransingentS, cu orizont politic mSrginit 
precum cea a lui Cato si nici n-au fost gata sS facS vreun compromis politic, spre a putea sS 
ducS o viata plinS de plScere si desfStare precum Piso si Gabinius. 53 

De multe multe ori s-au ISsat tarati de evenimente, actionand impotriva dorintelor lor, dar 
actionand dupS propriile convingeri. Corespondenta dintre ei evidentiazS destul de limpede si 
faptul cS in adancul sufletului lor zScea, ca un vis de aur, un singur lucru: imagined Republicii 
asa cum era pe vremea Scipionilor. 54 In conduita lor politics se reflects, in chipul cel mai 
autentic, contradictiile politice ale perioadei in care au trSit. De asemenea, scrisorile ne 
dovedesc, cu o claritate de netSgSduit, autenticitatea celor scrise, asumandu-si pe rand minunata 
sinceritate, nehotSrarile, dar si greselile fScute de-alungul timpului. 55 


speram. A sosit chiar Nicias .;•/ sunt informat ca Valerius va sosi in cursul zilei de astdzi. Desi sunt multi, to tup eu voifi mai 
mult singur, decat daca aifi numai tu”. 

46 Epistulae ad Atticum, I, 18. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. I, Cartea I-a, Scrisoarea 18, 
Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 98-100: ,J>a ftii ca nimic nu-mi lipseste astdzi decat un confident, cu 
care sa pot impdrtafi tot ceea ce-mi da solitudini, care sa find la mine, care sa fie intelept, cu care, cand vorbesc, sa nu fiu 
obligatsa mb prefa,fbrb sd nu-i ascund nimic.'”. 

47 Epistulae ad Atticum, XII, 14. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. II, Cartea a XH-a, 
Scrisoarea 14, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 398-399. 

48 „Cui potest esse vita vitalis, ut ait Ennius, qui non in amici mutua benevolentia Conquiestat?” (Cicero, De Amicitia, 6.). 

49 Epistulae ad Atticum, I, 17. A se vedea si Marcus Tullius CICERO, Epistulae ad Atticum, vol. I, Cartea a I-a, Scrisoarea 
17, Versiunea Romaneasca, Colectia „Ovidianum”, f.a, p. 107-111. 

50 A se vedea Jean BAYET, Ciceron: Corespondance, Tome V, Paris, Les Belles Lettres, 1967. 

51 A se vedea Edouard BAILLY, Ciceron - Lettres a Atticus, Tome II, Livres VII-XI, Paris, Gamier Freres, f.a. 

52 A se vedea L.A. CONSTANS, Ciceron: Correspondance, Tome I, II, III, Paris, Les Belles Lettres, 1960, 1963 si 1969. A 
se consulta si L.A. CONSTANS et Jean BAYET, Ciceron: Correspondance, Tome IV, Paris, Les Belles Lettres, 1962. 

53 A se vedea Edouard BAILLY, Ciceron - Lettres a Atticus, Tome III, Livres XII-XVI. Paris, Gamier Freres, f.a. 

54 A se vedea Friedrich HOFMANN, Ausgewahlte Briefe von Marcus Tullius Cicero, Berlin, 1892. A se consulta si C.F.W. 
MULLER, M. Tulli Ciceronis - Scripta quae manserunt omnia, Paris, G.G. Teubner, 1908. 

55 A se vedea Edouard BAILLY, Ciceron - Lettres a Atticus, Tome I, Livres I-VI, Paris, Gamier Freres, f.a. 
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THE THEATRIC AND PLASTIC REVIEW - THE ORIGINS OF IONESCU’S 

THEATRE 

Iulia Luca 
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Abstract: Our interest in this article is to look for the literary filiation between Ionescu's Roumanian 
first works and his dramatic work, by reflecting the influence these first writings had on his theatre. 
These filiations are to be found in his dramatic and plastic essays published in roumanian between 
1932-1934 in the magazines of that period. The anticipations of Ionescu's dramatic work could be found 
in these chronicles: the treatment of several literary motives that we find in his theatre: the image of the 
light, a deep sensibility, the power of the plastic image and the emotion caused by this plastic image. 


Keywords: theatre of absurd, paradox, light, emotion, sensibility, language 


Interesul nostru in cercetarea de fata este acela de a cauta anticiparile operei importante 
a lui Ionescu, atat cea dramatica, cat si cea autobiografica, desi aceasta opera a fost scrisa intr- 
o alta limba decat cea a debutului sau literar. In capitolul anterior am urmarit si am incercat sa 
explicam atitudinile tanarului scriitor fata de literatura, obsesiile, disperarile si framantarile 
sale legate de problematica conditiei umane, asa cum apar ele exprimate in cronicile de tinerete, 
pentru ca in aceste atitudini si framantari existentiale il vom regasi pe autorul lui Regele moare 
sau din Jurnal in famine. Prin prisma unei priviri retrospective asupra activitatii literare a lui 
Ionescu din perioada romaneasca, am putea observa ca intreaga sa creatie sta sub semnul 
incercarilor, de multe ori neconcludente, care lasau prea putin sa se intrezareasca activitatea sa 
literara din perioada franceza. E vorba, mai degraba, de un parcurs al omului, dar si al literatului, 
parcurs jalonat de cautari, de contestari care, toate, constituie portretul unei personality aflata 
intr-o febrila cautare, marcata de incertitudini si de obsesii tulburatoare. Mai mult decat in 
incercarile literare vom gasi in atitudinile sale, in revolta sa, in non-conformismul sau pe 
dramaturgul stralucit care avea sa marcheze a doua jumatate a secolului al XX-lea printr-o 
productie literara de dimensiune mondiala. 

Chiar daca nu explicite, vom gasi in scrierile de tinerete prefigurari si anticipari ale 
operei majore a scriitorului sau preocupari care aveau sa il anunte pe dramaturgul de mai tarziu. 
Observam ca pana la aparitia piesei Englezeste fara profesor, Ionescu nu acordase o atentie 
speciala genului gramatic, problema teatrului aparand foarte rar in publicistica autorului din 
acei ani. Ba mai mult, este surprinzator faptul ca in aceste cronici dramatice tanarul gazetar nu 
face nicio o insemnare referitoare la teatrul lui Caragiale sau al lui Camil Petrescu, cu care, de 
altfel, a fost prieten. Totusi, in ciuda putinelor referinte in articolele sale din anii ’30 privind 
teatrul, descoperim cateva insemnari ale caror elemente comune sunt negatia, paradoxul si 
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spiritul de revolta. In articolul Despre melodrama aparut in revista Zodiac 1 , foarte aproape de 
debutul in publicistica, Ionescu pune in discutie statutul melodramei. Apar aici doi tenneni 
cheie si anume miracol si oroare, tanarul critic definind miracolul prin intamplare si 
coincidenta, melodrama fiind, dupa parerea sa, singura care poate sa realizeze o adevarata 
estetica a coincidentelor, coincidente care stau la baza oricarei actiuni sau intrigi. Criticul 
incearca sa justifice supravietuirea genului melodramatic ca fiind singurul gen literar prin care 
miracolul se poate salva si el crede ca melodrama va continua sa existe tocmai pentru ca omul 
are nevoie de neprevazut si de oroare, altfel spus de miracol ca rezultat al coincidentei. Ionescu 
adauga si un element important la demonstratia sa si anume „melodramatismul interior” care, 
dupa parerea sa reprezinta nevoia spiritului de a trai o stringenta violenta si o exacerbare a 
trairilor : „Exista un melodramatism interior. O melodramatica a starilor sufletesti: organica, 
primara. O stridenta necesara. O exacerbare. O violenta si o exagerare (un patologic) a 
atitudinilor. Prin libera dospire a sentimentelor neprevazutului si groazei: prin libera imaginare 
a neprevazutului si a groazei si viata miracolului-sa se cristalizeze intruchiparile lor scenice. 
Stridenta, tipat - iar nu elocventa. Ilogic al concidentelor - nu motivatie rationale a acestora. 
Nemaiincercand o regizare mecanica a miracolului-melodrama (adevarata) va creste libera, 
deplina. Si printr-o impermeabilitate a celor doua realitati. Coincidenta sa redevina mister” 2 . 

Asadar, pentru Ionescu, supravietuirea melodramei e posibila nu prin elocventa ci prin 
stridenta si prin estetica coincidentelor. Eugen Simion 3 retine din aceasta teorie interesul lui 
Ionescu pentru acest gen aflat intr-o discrepanta evidenta cu un public al epocii modemitatii 
precum si pledoaria lui pentru necesitatea miracolului intr-o epoca in care stiinta cucereste tot 
mai multe domenii. Tanarul critic procedeaza la o redefinire a miracolului ca fiind o suma de 
coincidente care reusesc sa exprime imprevizibilul din viata de zi cu zi, precum si definitia 
miracolului ca produs al exagerarii, al patologiei realului. In aceasta incercare de teoretizare 
putem regasi si tentativa de a restitui melodramei un loc pe care in mod evident 1-a pierdut, un 
gen in care negativitatile, ilogicul si stridentele sunt elemente pe care mai tarziu Ionesco le va 
valorifica in farsele sale tragice. Acest studiu anunta, de asemenea, ceva ce va defini Eugen 
Ionescu in primele sale scrieri teoretice din 1950, prin „teatrul insolitului”, adica un teatru unde 
misterul sa apara pe scena „prin anormalul circumstantelor exterioare, circumstante care pot 
declansa tragismul interior” 4 . „Expresiei de absurd o prefer pe aceea de insolit sau de sentiment 
al insolitului” 5 , ii marturisea Ionescu lui Claude Bonnefoy. Martin Esslin considera, de 
asemenea, ca „insolitul” este un „primum movens” 6 ce sta la baza intregii creatii ionesciene. 
Acest tip de teatru conceput de criticul Ionescu in acest articol reprezinta o incercare de 
renastere a tragediei, o tragedie in care groaza si neprevazutul intra in scena pentru a dezvalui 
faptura noastra intima, iar ilogicul va transforma coincidenta in mister, determinand 
melodrama, mai exact teatrul, sa renasca. Eseistul motiveaza existenta melodramei prin nevoia 
de miracol a omului modem, dar nu este convins asupra virtutii teatrului de a-si depasi 
conventiile. 

Cu totul ocazional se intalnesc in publicistica ionesciana a anilor ’30 insemnari despre 
teatm, aceste cronici contin aceleasi note acide, criticul aratandu-se nemultumit de productiile 
teatrale, de interpretarea actorilor, deci de teatm, in general. Bunaoara, intr-o recenzie pentru 
volumul Cruciada copiilor de Lucian Blaga, allrmand ca poezia este prezenta si elocventa in 


1 Eugen Ionescu, Despre melodrama in revista „Zodiac”, an I, nr.6, martie, 1931. 

2 Eugen Ionescu, op. cit., pp.54-55. 

3 Eugen Simion, Tanarul Eugen Ionescu, Editie noua, Editura Muzeul Literaturii Romane, Bucuresti, 2009, p. 307. 

4 Gelu Ionescu, Anatomia unei negafii Scrierile lui Eugen Ionescu in limba romana (1927-1940), Col. Universitas, Ed. 
Minerva, Bucuresti ,1991, p. 123. 

5 Eugene Ionesco, Intre viata ?i vis - Convorbiri cu Claude Bonnefoy, Traducere din franceza de Simona Cioculescu, Editura 
Humanitas, Bucuresti, 1999, p.120. 

6 Martin Esslin, Ionesco and the Fairytale Tradition in „The Dream and the Play: Ionesco’s Theatrical Quest”, Moshe Lazar, 
Undena Publications, Malibu, California, 1982, p. 30. 
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piesS dar cS reprezentarea ei pe scenS este slabs. Viitorul dramaturg ia atitudine in fata unui 
teatru in care ideea, filozofia si miticul sunt estompate din cauza unei tehnici dramatice 
ilustrative: „Criciada lui Blaga trSieste prin ideea tragicS, nu prin realizarea ei scenicS. Ideea 
tragicS - de o rarS elevatie poeticS- se banalizeazS in teatru. Se vulgarizeazS” 7 . TanSrul gazetar 
accepts chinul metafizic al piesei, dar nu conventionalizarea lui, crezand ca ar fi necesare 
mijloacele teatrului antic, mai ales coral, pentra a exprima acest chin metafizic si ca, „tehnica 
dramatics moderns a redus sensul tragic, metafizic al Craciadei” 8 . Criticul isi exprima 
nemultumirea de a fi vSzut cum gandirea mitica a lui Blaga a fost indepSrtatS din spectacol si o 
data cu ea, s-a pierdut tragicul interior, misterul, poezia si metafizicul. Apare si aici notiunea 
de mister care este definit ca elementul poetic esential ce determina framusetea acestei piese. 
Criticul apreciazS calitStile potice ale operei blagiene dar observS, in acelasi timp, dificultatea 
reprezentSrii scenice a unei dramaturgii a sugestiei, intracat reprezentarea fizicS pe scena este 
greu de imbinat cu atmosfera ambigua a discursului liric. De altfel, Ionescu, adept al unei arte 
care sS exprime viata intr-o forma autenticS, nu putea vSdi, la acea data, un anume interes 
pentra genul dramatic, cel mai conventional dintre toate. Asa putem explica tScerea lui in ceea 
ce priveste teatral, din primele sale scrieri critice: „Asadar, literatura nu confine viata. Nici nu 
este vis de viata. Ci purS tehnicS, mecanica, exterioarS. InteligibilS numai in inlSntuirea unei 
traditii” 9 . 

In articolul Un teatru nou apSrat in 1932, Ionescu deplange falimetul teatrului si al 
gustului pentra teatru in societatea romaneasca. El exprima din nou indoiala esteticS asupra 
genului dramatic : „DacS mi s-a intamplat vreodatS sa mS indoiesc de calitatea estetica a 
teatrului, vina o poartS, este sigur, mediocritatea, submediocritatea, nulitatea teatrului romanesc 
- sau, mai degrabS, a teatrului jucat pe scene romanesti” 10 . Criticul doreste un stil nou, mai 
multa originalitate si vrea sa vadS poezia si metafizicul fScandu-si aparitia pe scena. In articolul 
Treisprezece si unu, Eugen Ionescu vorbeste despre lipsa de interes a presei legatS de 
problemele cu care se confruntS teatral romanesc, afirmand ca „o campanie in presS este utilS 
pentra acest teatru, desigur, dar utila mai ales pentra propSsirea teatrului romanesc, asa cum e, 
cu insuficientele, cu erorile, cu inegalitatile lui” * 11 . 

Mai tirziu, in 1934, Eugen Ionescu isi precizeaza pozitia fata de teatru intr-un articol din 
ziarul Nationalul, intitulat Contra teatrului, articol care incepe cu o afirmatie socanta si anume : 
„Teatral este o formula de arta vulgara” 12 . Autoral isi explica afirmatia prin faptul ca teatral 
este o arta pentra gloata, care foloseste prea multe tracuri vizibile si, fiind o arta a conventiilor, 
ucide esteticul: „Este stiut ca teatral este o arta de conventii. Dar conventiile mecanizeaza, ucid 
viata estetica” 13 . Dupa parerea criticului, teatral nu mai este capabil sa creeze o adevarata 
atmosfera spirituals si nu poate exprima decat ceea ce este prea facil in fiinta umana, cu alte 
cuvinte nu poate transpune decat conflicte grosolane si prea evidente. Ionescu este de-a dreptul 
enervat de mecanicismul conventiilor teatrale, contestand artificialul, conventionalul si ceea ce 
este inesential din existenta : „Nu stiu ce lipsa de libertate imi reprezinta aceste lucruri; cu cita 
tristete imi pare ca fictiunea este oprimata de realitatea contingents, trasS indSrSt. Poezia 
sugereazS. Teatral prezintS bucSti diforme, impure, dintr-o realitatea perifericS [...] Teatral nu 


7 Eugen Ionescu, Note critice, in „Licariri”, anul II, nr.8-9, februarie, 1931, p.12, vezi Rcizboi cu toata lumea, edipe ingrijita 
§i bibliografie de MarianaVartic ?i Aurel Sasu, vol. I-II, Editura Humanitas, Bucure?ti,1992 vol.II, p.145. 

8 Eugen Ionescu, op.cit.,, p.145. 

9 Eugen Ionescu, Contra literaturii, in revista „Facla”, anul X, nr. 426, 12 octombrie 1931,p. 3, Rcizboi cu toata lumea, vol. I, 

p. 26. 

10 Eugen Ionescu, Un teatru nou, convorbire cu d. George Mihail Zamfirescu, in „Romania literara”, anul I, nr. 44, 17 
decembrie, 1932, p. 4, vezi Rcizboi cu toata lumea, vol II., p. 147. 

11 Eugen Ionescu, Treisprezece $i unu, in „Romania literara”, anul I, nr. 47, 7 ianuarie, 1933, p.l, vezi Rcizboi cu toata lumea, 
vol. II, p. 149. 

12 Eugen Ionescu, Contra teatrului, in „Nationalul”, nr.37, 24 iunie, 1934, apud Gelu Ionescu, op.cit., p. 124. 

13 Eugen Ionescu, op.cit., p.124. 
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mSreste just proportiile : teatrul difonneazS, ingreuiazS. Teatrul nu poate crea atmosfera. 
Atmosfera este spirituals, abstracts, si teatrul nu are la indemanS decat decoruri materiale sau 
gesturi care sfarmS armonia oricSror stSri” 14 . 

RemarcSm cS numitorul comun al acestor articole este exprimarea nemultumirii fatS de 
lipsa de vigoare a spectacolului teatral, a teatrului in general, a lipsei lui de subtilitate, acesta 
Hind o arts a „atelor albe” 15 , a trucurilor accentuate. Putem considera acest text ca o anticipare 
, pentru cS in scrierile ionesciene de mai tarziu, acesta pleacS tocmai de la critica adusS teatrului 
traditional, asa cum o fScea in 1934. Tocmai ingrosarea „atelor”, a efectelor determinS 
redescoperirea si inviorarea teatralitStii: „Conventia nouS pe care avea sS o propunS Eugen 
Ionescu dupS 1950 se va intemeia nu pe eliminarea celei vechi, ci pe exagerarea ei paroxisticS, 
pe ingrosarea ce putea produce in scenS o stare de incertitudine ; numai ilogicul, insolitul, 
misterul pot reimprospSta forta consumatS a dramaticului” 16 . 

Scrisorile din Paris publicate in Viata romaneasca in perioada 1938-1946 aratS un lucru 
important in evolutia conceptiei despre teatru a lui Ionescu si anume, cresterea interesului 
acestuia fatS de genul dramatic. Acestea cuprind insemnSri de spectator sau relatSri cu privire 
la viata teatralS de la Paris. Citind cu atentie aceste epistole, nu putem sS nu remarcSm faptul 
cS eseistul incepe sS analizeze, sS invetigheze conditia esteticS a teatrului, iar faptul cS vede Les 
parents terribles a lui Cocteau la Theatre des Ambassadeurs, ii dS sperante in a cSuta sansele 
teatrului. Vede si Ondine de Giraudoux si acest fapt il determinS sS chibzuiascS asupra 
„prejudecStilor distinctiei genurilor” si asupra „odioasei superficialitSti [...] prozaica 
mediocritate a teatrului naturalist” 17 . Pentru Ionescu nu exists un teatru neuman, doar cS 
umanitatea trebuie cSutatS „in realitStile esentiale” 18 si anume, in mctalizicS, „in lumea 
fantasticS pe care omul o poartS in sine” 19 , misiunea teatrului Hind cunoasterea, cunoasterea 
acestor realitSti esentiale. Astfel teatrul devine poezie, inventie, dramS si adevSr. ObservSm 
aici un prim crochiu de program, o apropiere de genul dramatic prin promovarea unui „teatru 
de inventie fantasticS prin care sS fie revelatS realitatea cea mai interioarS (sintem in 
descendenta teoriilor suprarealismului) care sS esentializeze viata (adicS sS apeleze la realtii 
arhetipale) si sS punS probleme de cunoastere, adicS sS interogheze si nu sS imite mai prost 
viata” 20 . Un teatru, asadar, de cunoastere, un teatru care sS evoce „lupta spiritului impotriva 
materiei” 21 . Pentru a exista, teatrul trebuie sS acorde un loc important metafizicului si sS il 
aducS in fata spectatorului, sS renunte la conventii si la teatralitate, in schimb, sS exprime si 
ceea ce este invizibil, adicS ilogicul coincidentelor, irationalul, groaza. Dar ca toate acestea sS 
fie realizate, este nevoie de o schimbare a scenariului si a regulilor conventiilor in teatru, lucru 
pe care Ionescu il va incepe in 1943, scriind prima sa anti-piesa Englezeste fara profesor , care 
mai tarziu va deveni Cantareata cheala, in care nu vom intalni nici conflict vizibil, nici intrigS 
inchegatS, nici personaje bine definite, nici unitate de timp, de spatiu, ci un amalgam de 
automatisme verbale si de banalitSti. Am insistat in capitolul anterior asupra talentului de 
dramaturg a lui Ionescu, manifestat incS din scrierile romanesti, asupra indemanSrii lui de a 
regiza situatii trSite sau inventate. O astfel de scenS este aceea in care asistSm la prezentarea 
urzelilor plSsmuite de romancierul Camil Petrescu cu scopul de a opri aparitia unei recenzii 
negative scrise de Ionescu pentru Patul lui Procust. 


14 Idem, ibidem. 

15 Ibidem. 

16 Gelu Ionescu, op.cit., p. 125. 

17 Eugen Ionescu, Scrisori din Paris, in „Viata Romaneasca”, anul XXXI, nr.6, iunie, 1939, p. 118-119, vezi Razboi cu toata 
lumea , vol. II., p. 261. 

18 Eugen Ionescu, op. cit. 

19 Idem, Ibidem. 

20 Gelu Ionescu, op.cit., p. 127. 

21 Eugen Ionescu, Scrisori din Paris, pp. 261-262. 
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Exista in partea a doua a volumului Nu, Fals itinerar critic, o intrerupere a discursului 
critic la adresa criticii, prin intercalarea a trei capitole denumite Intermezzo care au, 
probabil,dupa cum afirma Mariano Martin Rodriguez, rolul interludiilor in teatru si anume, 
acela de a reduce „tensiunea intelectuala, prin introducerea unor texte autonome, aparent mai 
usoare, care sa alunge senzatia de monotonie creata de o singura tema pe parcursul intregii carti, 
demonstrand, in acelasi timp, capacitatea autorului de a cultiva si alte tipuri de proza” 22 . 
Intermezzo nr 1 (Fara legatura aparenta cu textul) este o inlantuire de jocuri de cuvinte, un fel 
de monolog mimat, al carui subiect este uimirea in fata cuvintelor : „Deschid gura : «a» - si ma 
mir, «ris» - si-mi vine sa rid, «to» -si pufnesc in ris, «te» - si case ochii, si pe urma, fiindca 
vreau eu: «les». Si a iesit «A-ris-to-te-les»” 23 . Aceste enumerari inconsecvente ne amintesc de 
manifestele avangardiste, pe de o parte, dar si de caracterul ludic al textului Englezeste fara 
profesor, regasit aici intr-o forma initiala : „Eu am obiceiuri ! o-bi-ce-iuri !obicei-uri ! o- 
biceiuri ! obice-iuri !” 24 . Cel de-al doilea intermezzo {In definitiv, Domnule dr ago) pare a fi o 
confesiune existentiala, in care autorul ne vorbeste despre starea lui spirituals, despre temerile 
lui, in special frica de moarte. Insa, consideram ca cel mai relevant pentru problematica 
abordata, este cel de-al treilea intermezzo {Trifoi cu patru foi), deoarece este singura 
exemplificare din opera ionesciana anterioara piesei Englezeste fara profesor si Sclipin care 
contine o idee absurda. Un fapt neinsemnat cum este acela al cantitatii trifoiului cu patru foi in 
lume declanseaza crize politice, razboie, revolutii. Absurdul creste in intensitate odata cu 
executia unei batrane care se piaptana in liniste, in loc sa participe, ca toata lumea, de altfel, la 
dezbatere si atinge punctul culminant cand un chinez, incercand sa lamureasca controversa 
asupra procentului de trifoi cu patru foi, se cuvine a fi condamnat, pentru ca numele sau Pep-te 
Ne-Le este asemanator cu pieptene. Acest intermezzo, in aparenta cu putine elemente comune 
cu restul volumului Nu, nu este doar o impla sceneta antistiintifica, ci are rolul de a evidentia 
ridicolul patimilor ideologice care provocau razboiul, in asa fel incat cei care nu acceptau 
ideologia actuala erau condamnati, asa cum fusese arsa batrana pentru ca se pieptana. Ionescu 
se pronunta aici impotriva oricarei ideologii totalitare. Unul din pionierii redescoperirii creatiei 
romanesti a lui Ionescu, E.H.Van der Linden spunea, referitor la acest al treilea intermezzo : 
„Dans cette petite histoire nous rencontrons le procede de la degradation de faction comme 
d'une mecanique brisee. Ionesco y ridiculise le fait que tout est pretexte a la politique. En cela, 
on peut certainement considerer cette nouvelle comme precurseur des premieres pieces de 
theatre qui exploitent ce meme procede” 25 . Efectiv, polemicile savantilor asupra naturii 
trifoiului cu patru foi si statisticele referitoare la acesta amintesc de modul in care dornnii Martin 
si Smith, din scena a VII a piesei La Cantatrice chauve emit ipoteze referitoare la prezenta 
cuiva la usa de cate ori se aude soneria sau cand doamna Smith care ii raspunde sotului, care 
sustine ca intotdeauna este cineva la usa atunci cand se suna : „Cela est vrai en theorie. Mais 
dans la pratique les choses se passent autrement” 26 . Si Gelu Ionescu remarca ca este vorba 
despre „o situatie, un scenariu dupa care s-ar fi putut dezvolta o piesa ionesciana” 27 . 


22 Mariano MartinRodriguez, IONESCO mainte de La Cantatrice chauve. Opera absurda romaneasca, versiunea romaneasca 
Iulia Bobaila, Editura Casa Cartii de Stiinta, Cluj-Napoca, 2009, p. 23. 

23 Eugen Ionescu, Nu. Humanitas, Bucuresti, 1991, p. 139. 

24 Eugen Ionescu, op. cit. p. 140. 

25 E.H.Van der Linden, Ionesco. De I'auteur fountain a I'ecrivain frangais, in „Neophilologus”, An International Journal of 
Modem and Medieval Language and Literature, Springer Netherlands, vol. LIX, iulie,1975, pp.357-371. / In aceasta 
istorioara intalnim procedeul degradarii actiunii ca si cum ar fi vorba de un mecanism stricat. Ionesco ridiculizeaza faptul ca 
totul serveste drept pretext politicii. In acesta privinta, nuvela de fata se poate considera fara indoila o precursoare a pieselor 
de teatru care exploateaza acelasi procedeu./ [Traducerea noastra.] 

26 Eugene Ionesco, Theatre complet, edition presentee par Emmanul Jacquart, Gallimard, La Pleiade, Paris, 1991 ,p. 25. 
/Aceasta e adevarat in teorie. Dar in realitate lucrurile se petrec altfel/ [Traducerea noastra] 

27 Gelu Ionescu, op.cit., p. 130. 
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In continuare vom incerca sa demonstram ca intre postura de critic de arta a lui Eugen 
Ionescu si teatrul acestuia exista o evidenta legatura, cronicile plastice pe care tanarul eseist le 
scria pentru diverse publicatii, fiind adevarate anticipari ale felului in care viitorul dramaturg 
isi concepe, ordoneaza si realizeaza productia dramatica. Se stie ca, inca din perioada 
bucuresteana, Ionescu a fost un fervent vizitator al galeriilor de arte plastice, faptul 
concretizandu-se in cronici plastice dedicate fie vreunui pictor, fie vreunui eveniment artistic 
de gen. Tanarul Ionescu se dovedeste un fin critic si realizeaza in cronicile sale crampeie de 
povesti care, pentru el, si mai apoi pentru cititorul croncilor, razbat din panzele analizate. In 
cronicile sale publicate in revista Liceului „Sf. Sava”, viitorul dramaturg demonstreaza o 
sensibilitate pentru artele plastice, este bine informat asupra picturii, emite judecati teroretice 
despre armonia culorilor, depsre lirism si emotie in pictura. Tanarul critic dovedeste reale 
calitati de scenarist, am putea spune, inzestrat cu o sensibilitate acuta, realizand cronici 
impresioniste in care panzele luate in discutie devin adevarate scene de viata. Ne surprinde 
faptul ca in cronicile plastice ale perioadei, Ionescu abandoneaza sprititul critic muscator, 
lasandu-se cuprins de o bucurie marturisita in fata unui tablou, lasandu-se „condus de impresii, 
inlaturand din discursul sau pseudo-critic orice alt criteriu de valoare” 28 . Aceasta este dovada 
sensibilitatii scriitorului fata de pictura si de cultivarea formelor, fapt ce va anunta inclinatia si 
optiunea sa de mai tarziu pentru teatru si pentru textul dramatic in sine. 

Ii place Tonitza pentru ca „indeplineste cele doua conditii indispensabile oricarui artist: 
este personal si emotioneaza. De o extraordinary sensibilitate, Tonitza reuseste sa exprime 
admirabil durerea : nu o durere deznadajduita, revolutionary, ci, dimpotriva, o profunda 
induiosare, o infratire pina la identificare cu oamenii, copii, papusi, flori, lucruri 2y ”. O alta 
cronica dedicata picturii lui Tonitza reliefeaza sensibilitatea pictorului, iar emotia creste treptat 
si este dublata de o mimica pe care cronicarul o imprumuta personajelor din tablou : „0 !durerea 
sfisietoare a papusilor bolnave Ipapusi oameni si oameni papusi - jucarii stupide si triste. 
Surisuri jalnice, naivitate deconcertanta. Jucariile sufera si nu stiu ca sufera. Ingenuitate, 
inconstienta, plins. Citeodata uita si nu stiu ca uita si bucuria lor zdrobeste mai mult decit 
tristetea. Si sunt mereu nedumerite : ochii, vai lochii stranii intreaba, se mira, ar vrea sa stie si 
nu stiu si nu pot stii” 30 . In alt loc, cand pictura are ca obiect un interior sau un peisaj, criticul se 
straduieste sa accentueze detaliile panzei, compunand pentru ea o adevarata atmosfera : „Intr- 
unul din Divanurile cu perne o raza de soare pateaza in alb covorul, intr-altul o raza lumineaza 
un colier de chihlimbar. Si prin aceasta grija a redarii amanuntelor, N. Grant are ceva de clasic. 
Lacurile sunt redate mnunat de natural, citeva flori din pare si trandafiri agatatori, plini de viata, 
sunt simtiti cu o delicioasa sensibilitate” 31 . 

Parcurgand cu atentie insemnarile criticului din aceste cronici de tinerete, putem retine 
cateva idei si notiuni importante care se vor repeta pana tarziu in scrisul sau si anume : libertatea 
spiritului sau, preferinta pentru pictura lirica, pentru emotie in arta, respingerea retorismului 
liniilor, suspiciunea fata de geometrismul artei moderne. Cat despre suprarealism, Ionescu il 
considera depasit si ii imputa faptul ca nu a reusit sa transfonne miscarea artistica intr-una 
aplicata, pragmatica :„suprarealismul nu este cultura, ci neantizarea ei; nu este insa nici 
libertatea, ci automatism mecanic, determinare 32 ”, motiv pentru care il cearta si pe Perahim: 


28 Alina Gabriela Mihalache, Eugen Ionescu/Eugene Ionesco de la Teatrul Suprarealist la teatrulpostdramatic, Editura 
Muzeul Literaturii Romane, Bucuresti, 2016, p. 15. 

29 Eugen Ionescu, N.N Tonitza, in „Revista literara a liceului „Sf. Sava”, anul I, nr. 6, 25 octombrie, 1927, p. 8, vezi Razboi 
cu toata lumea, vol. II., p.159. 

30 Eugen Ionescu, Cronica plastica. Grupul celorpatru, in „Revista literara a Liceului „Sfintul Sava”, anul II, nr. 1, 8 aprilie, 
1928, pp. 14-15, vezi Razboi cu toata lumea , vol. II.. p.164. 

31 Eugen Ionescu, Cronica plastica, in „Revista literara a Liceului „Sfintul Sava”, anul I, nr. 2, 22 martie, 1927, p. 9, vezi 
Razboi cu toata lumea, vol. II., p.154. 

32 Eugen Ionescu, Sa$a Pana: Sadismul adevdrului, in Reporter,anul IV, nr. 10-11, 4 iulie. p. 2, vezi Razboi cu toata lumea, 
vol. II., p. 297. 
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„Perahim este victima unui de mult, de mult depasit surrealism, aciuiat la noi printre tinerii 
nostimi si inculti ( si pentru care orice maladie nu este o rusine, ci o poza si o fala) din grupul 
revistei Unu. Ceea ce ne doare este faptul limpede ca dl. Perahim are un talent care nici o 
indoiala nu poate lasa ; ca are o sensibilitate, intoarsa, dar de-o propulsivitate, de-o energie cu 
totul rara 33 ”. 

In cronicile sale plastice se prefigureaza viitorul dramaturg a carui tinta va II construirea 
unor imagini vii care sa poata intrupa dinamica starilor emotionale ale personajelor. Ionescu 
este preocupat sa compuna nu doar o redare critica care are la baza tabloul, ci tinde sa realizeze 
imagini socante care sa ramana in memoria vizuala a cititorului. Tanarul critic de arta traieste 
de timpuriu experienta unei transpuneri in cuvant a picturii si se poate afirma ca inca din 
perioada amintita, acesta se afla in mod inconstient in cautarea si explorarea unui adevarat 
limbaj teatral. Multe dintre trasaturile pieselor sale dramatice se prefigureaza in conceptualizari 
condensate, schite, fruste ale cadrului, in grija criticului pentru descrierea si descifrarea 
expresiei fetelor care se vor regasi in realizarea personajelor sale : „Tragedia limbajului se 
intrevede deja in aceasta convertire de semne, caci Eugen Ionescu este evident preocupat de a 
compune nu doar o descriere critica inspirata de tablouri, ci adevarate sintagme-imagini, vignete 
textuale menite sa ramana imprimate pe retina cititorului” 34 . 

Tanarul Ionescu este fascinat de pictorul olandez Van Gogh caruia ii dedica cateva 
cronici ample, publicate in revista Vremea. El evidentiaza autenticitatea pictorului, sinceritatea 
netrucata a expresiei tablourilor sale : „Culorile devin din ce in ce mai halucinante. Peisajul 
capata un dinamism de o violenta neomeneasca. Culorile au devenit flacari sau jar. O halucinare 
creste. Face un copac ca o flacara ; brazdele unui cimp fug vertiginos, ca valurile, si se sfarima 
de orizont; acoperisurile ard ; lumea nu se mai tine - le sparge, le haotizeaza. Nebunia lui Van 
Gogh creste” 35 . Tanarul critic este impresionat de forta pe care o emana tablourile lui Van Gogh 
si considera ca aceasta putere de atractie se datoreaza curajului pictorului de a nu mistifica 
realitatea si pe relatia de reciprocitate intre imagine si forma pe care aceasta o ia in arta : „Arta 
nu este o constructie asemanatoare cu viata, ci expresie adanca, cuprindere de viata, de 
semnificatii de viata” 36 . Ceea ce il fascineaza la Van Gogh este patrunderea fireasca a biografiei 
in aceasta contopire dintre arta si existenta : „De altfel, Van Gogh e pentru frust in pictura, 
pentru simp hr, pentru sarac, impotriva luminilor gratioase, a jocurilor dulci, echivalente ale 
florilor de stil din literatura. Viata este prea grava pentru ca arta, reprezentare a lumei, sa nu fie 
grava, sobra. Si pentru ca, mai cu seama, sa o evite, sa nu o exprime” 37 . Aplicand date ale 
analizei picturilor lui Van Gogh, Ionescu va merge pana la a-si construi in teatru personaje care 
sunt un fel de alter-ego si care vor incerca si trai experientele sale sufletesti. Ideea de baza o 
constituie cultivarea adevarului in arta teatrala, asa cum cultivarea adevarului este in pictura lui 
Van Gogh o adevarata pledoarie incarcata de emotie. De altfel, se stie ca in perioada romaneasca 
Eugen Ionescu a facut parte, cronologic vorbind, din generatia experientialistilor, tineri scriitori 
care s-au dovedit preocupati printre altele de transpunerea biografiei in arta si care profesau o 
adevarata mistica a trairii, amestecand luciditatea cu febrilitatea existentei. Exista in pictura lui 
Van Gogh elemente care au stamit admiratia lui Ionescu si anume : cautarea adevarului in arta, 
un adevarat cult al luminii, care se va regasi, asa cum vom vedea mai tarziu si in cateva dintre 
piesele de teatru, in proza sa si jumalele sale franceze. Asa cum Van Gogh era framantat de 


33 Eugen Ionesc, Rodica Maniu, Perahim, G.M. Cantacuzino, in ..Romania literara”, anul I, nr. 11, 30 aprilie, 1932, p.5, vezi 
Razboi cu toatd lumea , vol. II., p.189. 

34 Alina Gabriela Mihalache, op. cit., p.17. 

35 Eugen Ionescu, Un oarecare Van Gogh, pictor, in revista ..Vremea”, anul X, nr. 518, decembrie 1937, pp. 26-27, vezi 
Razboi cu toatd lumea , vol. II., p.206. 

36 Eugen Ionescu, Un oarecare Van Gogh, pictor, in revista ..Vremea”, anul X, nr. 518, decembrie 1937, pp. 26-27, vezi 
Razboi cu toatd lumea, vol. II., p.202. 

37 Eugen Ionescu, op. cit., p.203. 
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teama de a fi inutil, si Ionescu dovedeste o cautare a autenticului in opera sa, explicit in eseurile 
critice din tinerete, in cronicile plastice, in jurnalele sale si mai voalat in opera sa dramatica, 
toate exploatand elemente autobigrafice ce reprezinta adevarate obsesii pentru scriitor. Aceste 
aspecte le vom dezvolta intr-un capitol aparte ce va fi consacrat operei dramatice, respectiv in 
opera autobiografica. 

Privind parcursul cronicarului, dramaturgului si al pictorului amator Ionescu, il gasim 
chiar de la primele sale scrieri in cautarea, dupa cum zicea si Alina Gabriela Mihalache 38 , a unei 
modalitati de a reprezenta dinamica imaginii plastice, intensitatea acesteia, prin imbinarea unui 
limbaj ambiguu si banal cu ultrarealitatea atistica 39 , dupa cum insusi Ionescu o va numi, adica 
expresia universala pe care imaginatia o cladeste si care trebuie sa razbata. Viitorul dramaturg 
isi fonneaza din timp propria teorie despre teatru si arta, cuvintele cheie inventariate fund 
realitate fantastica, ultrarealitate, adevar, respectiv realism, realitate, mentinand astfel cateva 
din sabloanele care dominau scrisul sau de la debut. Aceasta revelatie a imaginii care apare in 
primele sale cronici plastice se va concretiza in timp prin optiunea scriitorului pentru textul 
dramatic, devenind principiu de constructie a piesei. Aceasta vine din dorinta sa de a impune, 
in creatia artistica, o alta viziune, piesele sale dand impresia ca sunt „micro-evenimente 
declansate ad-hoc in interiorul imagnii date” 40 . Prin importanta pe care imaginea o are in 
intregul pieselor, Ionescu accentueaza, ca si gruparea lui Breton, partea spectaculara a textului 
dramatic, renuntarea la conventia teatrala traditionala, pentru a sonda noi deschideri spre 
sensibilitatea spectatorului. 
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HERVE BAZIN, LE DIEU DU FEU 
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Abstract:The main focus of this paper is, as its title indicates, an incursion into the study of Herve 
Bazin's predisposition for specialized speeches and, particularly, the jargon of firefighters, domain 
considerably foreign of him. We designed the structure of the study in three parts: the first one focuses 
on the explanation of the titles of the two studies treated into my paper. In the second part, we will 
attempt to find the theoretical roots of specialized language and see if there would be a linguistic 
difference between the concept of language and specialized speech, to finally arrive at the goal of my 
paper, an approach of the novel L’huile sur le feu (1954) and the short story On n ’y verra que du 
feu, part of the collection Le grand mechant doux (1992). 

Keywords: specialized speech, firefighters, fire, concept, work. 


L’image d’un ecrivain reste immuable, meme apres le passage par les tenebres de la mort 
et ce qui rend son existence immortelle ce n’est que la magie de Tecriture. Presque vingt ans se 
sont ecoules depuis la mort d’Herve Bazin (1911-1996), mais Tesprit de Tauteur existe encore 
a travers une ecriture infiniment poetique. 

Des la publication tardive de son chef-d’oeuvre, Vipere au poing (1948), Herve Bazin se 
fait maitre du discours poetique, facilement reconnaissable a travers Temploi de Thumour et de 
Tironie, le style metaphorique, le recours a la mythologie, le jeu avec la syntaxe et la 
morphologie ou bien le jeu avec les discours specialises. L’un des plus grands sigles de Tart 
poetique bazinien est ce jeu de Tauteur avec les discours des domaines differents a celui qui Ta 
vu devenir ecrivain: que ce soit le domaine juridique, administratif, culturel, artistique ou 
joumalistique, Herve Bazin se fait maitre de bien d’autres discours que celui litteraire. 

Inscrit a la Faculte de Droit par la volonte de ses parents, Tecrivain connait parfaitement 
les articles de droit juridique, qu’il expose a priori dans son roman L Eglise verte. Mais ce n’est 
pas le seul roman qui ait des liaisons avec le domaine du droit: Jacques (du roman Vipere au 
poing), pere de Brasse-Bouillon, est professeur de droit a une universite de Changha'i et 
Maurice, l’amant et le beau-pere d’Isa (protagoniste de Qui j’ose aimer), est avocat a Nantes. 
Abel Bretaudeau, jeune angevin, protagoniste du roman Le matrimoine (1967) est, lui aussi, 
avocat de profession. Ce n’est pas etonnant alors que le pere de Tauteur soit, lui aussi, docteur 
en droit, avocat de profession, en enseignant durant plusieurs annees a Tuniversite catholique 
d’Hano'i, en Indochine. 

L’etude que nous proposons ici vise justement, comme Tindique son titre, une mise en 
relief du penchant de Tecrivain pour les discours specialises et, en particulier, pour le jargon 
des pompiers, metier si different du sien. La question que le lecteur pourrait se poser n’est point 
deplacee: d’ou ce gout pour le langage specialise ? Afin de repondre a cette question, nous nous 
sommes propose de retourner dans le passe biographique de Tecrivain, qui constituera la 
premiere partie de cette recherche. L’explication des titres des deux ouvrages traites dans cette 
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etude trouve sa place aussi dans ce premier volet. Dans le deuxieme, nous nous efforcerons de 
trouver les racines theoriques du langage specialise et de voir s’il y aurait une difference du 
point de vue linguistique entre le concept de langage et celui de discours specialise, afin de nous 
attacher, dans la derniere partie de la recherche, a l’etude du roman L ’huile sur le feu (1954) et 
de la nouvelle On n ’y verra que du feu faisant partie, du recueil Le grand mediant doux (1992). 

L ’huile sur le feu, oeuvre du debut romanesque bazinien, se definit par la grande 
thematique abordee, celle du pompier pyromane, monstre destructeur et soldat de la paix en 
meme temps. Le titre se compose de deux noms precedes par un article defini, qui ont la 
fonction de mettre en premier plan l’element cle du roman: le feu. Symbole du Soleil et de la 
regeneration, le feu devient dans ce roman un element du mal: l’aspect destructeur du feu et la 
maitrise des flammes est consideree, du point de vue biblique, comme diabolique. Ainsi, tout 
comme un autre Lucifer, Bertrand Colu, personnage principal du roman, se fait maitre de la vie 
et de la mort : il detient la cle du feu ravageur, le meme feu qui a detruit son visage et celui 
contre lequel il lutte a toute force, jusqu’a la mort. 1 

Finalement, le titre n’est qu’une formule anticipatrice pour deroulement de Faction, qui 
prendra le feu comme protagoniste du roman. L’association des deux tennes est flagrante, 
d’autant plus que l’auteur choisit de les mettre dans son titre, tout en envoyant le lecteur a l’idee 
d’incendie mortelle. Regarde d’un point de vue semantique, l’expression ‘jeter de l’huile sur le 
feu’ renvoie a l’image de stimulation du feu en y jetant de l’huile dessus. Par extension, et vu 
du cote metaphorique, le syntagme indique le fait d’intensifier les disputes lors d’un conflit. Le 
lecteur du roman bazinien se cree, des lors, un horizon d’attente qu’il va tres vite valider, des 
la lecture des premieres pages du roman : il se trouve au milieu d’une societe campagnarde, 
dans la proximite de la ville de Segre, dont les villageois sont terrifies par les incendies brusques 
et destructeurs qui ont submerge leur village. L’incendiaire, pour s’echapper du reel etouffant 
qui s’est instaure dans son foyer, recourt a 1’affirmation de son chagrin en incendiant differentes 
parties du village. C’est ainsi que le protagoniste ‘met de l’huile sur le feu’ dans la communaute 
dont il appartient, mais aussi dans sa propre maison. Finalement, plus que le lecteur pourrait 
s’imaginer, le roman clot sur l’image d’une incendie d’huile, attise par l’eau: 

Une pluie de diamant fondu tombe du ciel. La-haut, sur le toit, un dieu fou arrose de feu, consciencieusement, d’un 
grand geste circulaire, les maisons d’en face jusqu’alors epargnees, les sauveteurs, les curieux qui detalent en 
hurlant. [...] Du reste, le desastre est accompli: la motopompe brule, les toits d’en face brulent, tout brule; il n’y a 
plus rien a tenter, rien a faire, personne ne songe plus a se defendre, et, seule l’arrivee des equipes de secours [...] 
permettra de reprendre la lutte. 2 

La fin du roman, renvoyant a une image apocalyptique, frappe le lecteur avec une beaute 
artistique de la description. Tout comme dans le cas de Saint Jean, l’apotre, Herve Bazin se fait 
maitre de son texte, en choisissant des details qui font voir l’image, plus que la lire : « Je vis 
aussi une mer transparente irradiee de feu [...] Mais un feu descendit du ciel et les devora (Gog 
et Magog). [...] Quiconque ne sera pas inscrit au livre de vie fut jete dans l’etang de feu. 
(Apocalypse de Saint Jean, 15, 2; 20, 9-15). 

L’image du feu comme element destructeur et, surtout, punisseur, apparait chez Bazin 
aussi. Pousse par une force interieure qui le mene vers la decadence, Bertrand Colu, sumomme 
Tete-de-Drap, arrose deliberement le feu de gaz-oil, tout en provoquant une veritable explosion. 
L’eau jetee sur un feu d’huile va couler a travers et se vaporiser immediatement a la surface. 


1 Pour plus d’ informations a ce sujet, voir mon article Celine, enfant de deux races, paru dans la revue Debates on 
globalization. Approaching national identity through intercultural dialogue, GDNI no. 2, Tirgu Mures, Editions Arhipelag 
XXI Press, 2015. 

2 Herve Bazin, L ’huile sur le feu, Paris, Editions Grasset, 1954. Toutes les references tirees de ce roman seront de cette meme 
edition, p. 316. 
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La vapeur ainsi creee projettera alors toute l’huile en Fair. 3 Mais son peche sera tres vite puni, 
car le personnage se voit brule dans les flammes du feu qu’il vient de provoquer lui-meme. 
Symbole d’affirmation sur le plan social mais, en meme temps, de destruction au niveau 
personnel, le feu devient, done, element incontournable dans la tentative de demystification du 
roman. 

De F autre cote se trouve la nouvelle On n y verra que du feu, faisant partie du troisieme 
recueil de nouvelles baziniennes, Le grand mechant doux, para en 1992. Herve Bazin assure sa 
notoriete non pas seulement a l’aide de ses nombreux romans, mais aussi grace aux trois recueils 
de nouvelles qu’il a publies : Le bureau des manages (1951), Chapeau bas (1963) et ce dernier 
recueil, deja mentionnee, qui met en question la nouvelle abordee. 

Le titre du recueil semble renvoyer a la meme idee que le roman L ’huile sur le feu : un 
grand mechant doux, un monstre devastateur au visage d’un bonhomme paisible qui invite a la 
serenite. Le protagoniste de la nouvelle, fils et seul heritier de Monsieur Damien, patron de Fun 
des plus brillants hotels de Fepoque, pere de deux enfants, est, en realite, un alter ego de 
Bertrand Colu. Successeur d’un heritage au seuil de la faillite, mais copie fidele et bon heritier 
de l’humour de son pere, Monsieur Claude se mefie du succes de son patrimoine, qu’il voit 
incendie sous ses propres yeux. L’humour, comme technique narrative bazinienne, transforme 
cette nouvelle dans un epilogue de l’ouvrage d’un ecrivain qui se trouve a la fin de sa carriere 
romanesque. Publie en 1992, quatre ans avant la mort de l’auteur, la nouvelle fait vibrer l’esprit 
du lecteur a travers l’ironie face aux fleaux de la vie: 

Monsieur Damien etait capable de dedramatiser le pire: par exemple, d’enlever dans ses bras une cliente foudroyee 
au dessert par une embolie, visiblement tres morte, et de l’emporter jusqu’a son bureau en criant a la cantonade: 
Ce n ’est qu ’un malaise, Madame s ’est evanouie. J’appelle un medecin. 4 

A l’egard de l’analyse semantique du titre, ce dernier se compose d’une locution verbale 
qui concentre un bon nombre de significations : le sens primaire de F expression designe un etat 
d’aveuglement qui ne permet s’apercevoir de rien. Cette interpretation pourrait, d’un cote, 
expliquer l’aveuglement des personnages qui entourent le protagoniste du roman : proprietaire 
et incendiaire de son propre local, Monsieur Claude agit avec une theatralite monumentale, qui 
le soutient, afin de ne pas trahir ses sentiments : lors de la lecture du billet qui lui transmet le 
debut de la catastrophe, il reagit avec detachement : « Pour un debut d’incendie au troisieme 
etage comme dit le billet, comment le fils pourrait-il montrer moins de caractere? » et demande 
aussitot: «Les extincteurs suffiront ? » (p. 110). Sachant des le depart la magnitude de 
l’incendie, Monsieur Claude joue son role avec dignite, ne laissant rien s’echapper, seulement 
plus tard quand, reste seul dans sa chambre, il deroule le film de lajournee et des faits qui Font 
pousse, ‘sans premeditation’ a Facte qu’il a fait: 

[...] il fouille methodiquement les poches de son costume gris pour en transferer le contenu : un portefeuille de 
lezard, un mouchoir aux initiales C.T., un stylo d’argent, un agenda et enfin, ce briquet d’or dont il a suffi de 
gratter la molette pour obtenir cette courte flamme, d’ordinaire tout juste responsable d’un feu de cigarette, mais 
qui a l’occasion, touchant quelques frisons, peut produire un enfer. (p. 122) 

Le portefeuille de lezard pour trahir sa grandeur sociale, le stylo, embleme de la connaissance 
de soi, symbole phallique et du pouvoir et F agenda pour cone lure sa noblesse, sont couronnes 
par le briquet d’or, objet de vanite par son materiel, mais representation du feu, par l’emploi. 


3 Pierre Auchapt, Quand de Veau rencontre de I'huile en feu, une reaction explosive filmee au ralenti, consulte a 
l’adresse http://www.maxisciences.com/feu/quand-de-l-039-eau-rencontre-de-l-039-huile-en-feu-une-reaction- 
explosive-filmee-au-ralenti_art34921 .html, le 1“ septembre 2015. 

4 Herve Bazin, Le grand mechant doux, Paris, Editions Grasset et Flasquelle, 1992, citation tiree de la nouvelle On n ’y verra 
que dufeu, p. 111 (toutes les references tirees de cette nouvelle seront de cette meme edition). 
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Ces objets renvoient, encore une fois, a l’idee de feu, qui nous conduit vers une deuxieme 
explication du sens fige de la locution, de ne rien voir, ne rien pouvoir discerner dans une 
situation trop complexe, un enchainement trop rapide. 5 En lisant cette nouvelle, le lecteur ne se 
rend pas compte du moment ou le protagoniste aurait mis le feu dans l’hotel, turpitude qu’il 
confesse, de maniere discrete et indirecte lui-meme, avec une certaine satisfaction: « Monsieur 
Claude s’interdit de sourire. » (p. 122) 

Du point de vue historique, selon le dictionnaire Linternaute, Torigine de l’expression 
employee dans le titre date du XVIIIe siecle, quant elle signifiait aussi que Ton ne s’aperQoit 
de rien. « II s’agirait d’une reference a l’eblouissement provoque par un fort coup rcgu sur la 
tete et qui empecherait de voir correctement. Ici, le feu representerait done une lumiere vive et 
aveuglante, qui ne permettrait pas de voir la realite. » 6 

Finalement, les titres des deux textes trades dans cette recherche, font explicitement 
reference au feu, lexeme qui prouvera son role considerable dans les ecritures. Loi d’etre 
seulement une thematique quelconque, le feu deviendra protagoniste des deux ecritures. 

La deuxieme partie de mon etude concerne une analyse du concept de discours 
specialise et de langue de specialite, en abordant des opinions des linguistes comme Osvald 
Ducrot ou Charaudeau. Tres souvent confondus, les deux notions restent, cependant, dissociees. 
Le discours, tel qu’il est defini dans le Dictionnaire de linguistique et des sciences du langage, 
est assimile a la parole : « la langue assumee par le sujet parlant » 7 ou bien « l’usage de la 
langue dans un contexte particulier » 8 , pendant que la langue represente, pour Dubois, « un 
sous-systeme linguistique tel qu’il rassemble les specificites linguistiques d’un domaine 
particulier ». Le dictionnaire de Gallison et Coste la definissent comme « Expression generique 
pour designer les langues utilisees dans des situations de communication (orales ou ecrites) qui 
impliquent la transmission d’une information relevant d’un champ d’experience particulier. » 9 

Linalement, les deux notions font une reference explicite au specialise, la difference 
entre les deux etant explicite dans le Dictionnaire d’analyse du discours: «la distinction 
lexique / vocabulaire est fondee sur le principe d’une relation interactive entre langue et 
discours » 10 Dans 1’etude Le discours specialise et le specialise du discours: reperes pour 
Vanalyse du discours en anglais de specialite, paru en 2010 dans la revue E-rea, Michel Petit 
s’attache a l’etude de l’analyse du discours specialise et, tout en suivant le modele de 
Charaudeau et Maingueneau, il arrive a la conclusion que cette distinction lexique/vocabulaire 
est primordiale dans la tentative de dissociation des deux notions: 

On peut done penser que le discours specialise se distingue de la langue de specialite dans la mesure ou les elements 
qui permettent de le reconnaitre comme specialise [...] Ainsi, lorsque les elements fondant le jugement de 
specialise sont de nature lexicologique, e’est-a-dire envisages dans le cadre d’une approche lexicologique, ou Ton 
distingue traditionnellement le lexique (qui releve de la langue) du vocabulaire (qui releve de la parole ou du 
discours), on distinguera theoriquement les deux entites suivantes: la langue de specialite, si Ton travaille sur le 
lexique (les lexemes); le discours specialise si Ton travaille sur le vocabulaire (les vocables). 11 


5 Sens retrouve a l’adresse : https://fr.wiktionary.org/wiki/n’y_voir_que_du_feu, consulte le 2 septembre 2015. 

6 Sens retrouve a l’adresse: http://www.linternaute.com/expression/langue-francaise/340/n-y-voir-que-du-feu/, consulte le 2 
septembre 2015. 

7 Dubois, J. et al. Dictionnaire de linguistique et des sciences du langage, Paris, Editions Larousse, 1994. 

8 Charaudeau, P. & D. Maingueneau, Dictionnaire d’analyse du discours, Paris, Editions Seuil, 2002. 

9 Galisson, R., Coste, D. (Dir.), Dictionnaire de didactique des langues Paris, Editions Hachette, 1976. 

10 Charaudeau, P. & D. Maingueneau, Dictionnaire d’analyse du discours, Ibid. 

"Michel PETIT, « Le discours specialise et le specialise du discours : reperes pour Tanalyse du discours en anglais de 
specialite », E-rea [En ligne], 8.1 I 2010, mis en ligne le 21 septembre 2010, consulte le 03 septembre 2015. URL : 
http://erea.revues.org/1400 ; DOI : 10.4000/erea.l400 


488 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


Cette distinction realisee, nous pouvons aborder, done, comme troisieme volet de cette 
recherche, le sujet de l’etude du discours specialise bazinien, notamment du jargon des 
pompiers, tout en travaillant sur le vocabulaire qu’il emploie dans l’ecriture des deux textes 
analyses dans cette recherche. 

Au sein du lexique bazinien, on retrouve des ensembles de termes propres a des 
domaines differents: droit, enseignement, bricolage, systeme medicale ou pompiers, Herve 
Bazin se fait maitre des discours qui Font fascine. Apres une etude minutieuse de ces domaines, 
il y fait reference avec le plus grand soin possible et une precision admirable. Le roman L ’huile 
sur le feu , par exemple, traite le feu de personnage principal et, dans une conception 
dichotomique, il incarne le bien et le mal en meme temps, de meme que Bertrand Colu. 

Pere d’une famille qui ressent la fin tres proche, ce dernier ressent le poids du fondement 
obsolete de Tunion qui le lie a Eva, sa femme. Monstre d’une bonhommie hors commun, le 
personnage est un vrai pyromane par la maniere d’agir et l’impossibilite de lutter contre les 
pulsions interieures. Il sent le feu comme partie de son etre, coeur et pensee :«[...] on dirait 
qu’il brule lui-meme avec joie ou, mieux, que la flamme se degage de lui, qu’il la souffle, 
poitrine pressee a pleins bras » (p. 16) Cette image medusee reflete l’importance du feu dans la 
vie du personnage : une flamme qui fait partie du bonhomme pyromane, lui inspire les nouveaux 
mouvements a faire et lui permet de subsister dans une famille demolie et de faire face au reel 
asphyxiant qui l’entoure. 

Le troisieme incendie en deux mois du village met la puce a l’oreille parmi les habitants 
du village, qui deviennent de plus en plus mefiants et inquiets. Lorsque la grange des Binet 
brulait avec force, Tete-de-Drap, surnom acquis a cause des brulures acquises dans la guerre, 
n’hesite pas de se faire remarquer, encore une fois, par son implication : bien que second de 
Ralingue, chef des pompiers, il n’obeit pas aux ordres ce celui-ci : « [...] il demeurait assis a 
califourchon sur le pignon commun de la grange et de l’etable, la ou sa hache avait coupe la 
poutre pour faire la part du feu et l’empecher de se propager par les combles. »(p. 23) Astucieux 
et habile, pompier emerite, Bertrand sait comment agir pour eteindre les incendies qu’il a 
allumes. Il s’y implique meme en risquant sa propre vie, qu’il va perdre justement lors d’une 
tentative d’eteindre le dernier incendie qu’il a allume. 

Lors de toutes ces occasions qui se presentent dans le village, le lecteur ne peut pas 
passer comme inapereju le jargon des pompiers, tres bien maitrise par l’ecrivain : il semble 
parfaitement connaitre les techniques d’intervention, le materiel employe, ainsi que 
l’equipement des soldats du feu : « la petite motopompe communale ronronnait sagement, avec 
un calme de machine a battre, et Papa se contentait de proteger la ferme, de noyer les cendres. » 
(p. 22) Le vocabulaire semble d’autant plus eleve, puisqu’il est sorti de bouche d’une jeune 
fille, a peine entree dans l’adolescence. A ce propos, lors d’un quatrieme incendie, le lecteur 
voit, a travers les yeux de celle-ci, tout le deroulement d’une intervention de pompiers : 
« Dividez, les gars, dividez ! », ordres donnes par Tete-de-Drap, le plus fanatique dans le 
processus d’eteinte du feu. Il monte sur le toit, en attendant que l’eau arrive dans la motopompe. 

Tete-de-Drap, qui a toujours un « petit compte a regler avec le feu » (p. 27) risque sa 
vie pour sauver celle des autres, mais, surtout, pour eliminer la lumiere. De cette maniere, 
lorsque le feu etait deja eteint et tous les autres se reposaient, Celine surprend son pere en train 
de verifier les moindres fumerons : « Seul, Papa est encore debout et tourne sas relache autour 
de la ferme rasee, ecrasant a coups de talon quelques fumerons projetes dans l’herbe et meme 
d’innocents vers luisants. » (p. 60). Papa, avec majuscule, semble etre, ainsi, le dieu du feu, une 
bete hideuse et dangereuse, mais, en meme temps, un apotre de la serenite. 

L’apogee du discours specialise apparait vers la fin du roman, lorsque Bertrand avoue 
son peche a sa fille ‘Regie absolue: il faut allumer bas, dit-il.’ (p. 274) et declenche, avec ruse, 
le dernier incendie. A l’instant ou elle arrive pres du feu, Celine s’y retrouve entouree 
d’explosions: 
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[...] une serie d’explosions sourdes retentit sur la droite [...] Une sorte de fusee s’eleva toute droite, illuminant le 
clocher, s’epanouit, se fragmenta [...] Des milliers de debris, verre, pierre et ferraille, projetees au loin par la 
deflagration, retombaient de toute part, fracassant les ardoises des toits, les poteries des cheminees. (p. 305). 

Celine observe tres vite l’intervention des pompiers et Herve Bazin ne rate pas Toccasion d’y 
faire surgir son gout pour les jeux syntaxiques : « six casques de cuivre et deux kepis de 
gendarme se dresserent aussitot, tandis que la foule se resserrait stupidement, paralysant toute 
manoeuvre. II y eut une minute de confusion parfaite. » (p. 306) L’intervention ne tarde pas a 
commencer et cela, bien sur, avec les ordres de division de la part de Colu: « Avancez! Vous 
deviderez jusqu’au puits cinq [...] Et deblayez, deblayez, bottez-moi le cul des inutiles ! » (p. 
307). C’est le couronnement du pompier Colu, car la magnitude de l’incendie qu’il a provoque 
lui permet de satisfaire son gout de l’eteindre. Entoure de flammes, les memes flammes qui ont 
detruit son visage, sa famille, son village et sa vie, il eprouve un sentiment de bien etre, il 
retrouve le vrai sens de la vie : 

Mon pere, l’agent d’assurances, le mari de Mme Colu, le sergent des pompiers n’existent plus: il n’y a que Tete- 
de-Drap. Tete-de-Drap dans son element. Ver dans la terre, poisson dans l’eau, oiseau dans Fair, Tete-de-Drap 
dans le feu. Quelle aisance! Quel bonheur du geste! Ce dernier incendie, qu’il vient d’allumer pendant mon 
sommeil, il Fa provoque, il le combat, il cherche a le detruire comme l’Espagnol provoque, combat et tue le taureau 
qu’il a eleve. (p. 309) 

Roman fragmentaire, separe par pieds de rnouche et partage en trente-trois chapitres, 
l’histoire exploite d’autres thematiques tres cheres a l’ecrivain, comme la famille, la quete 
identitaire, la pluie, la nuit avec les escapades nocturnes, 1’ombre ou, ce qui plus est, le feu. Il 
le provoque et le combat, il le fait part de sa vie, une vie qui le mene a la destruction. 

De l’autre cote se trouve la nouvelle On n y verra que du feu , qui exploite avec exaltation 
le meme theme du feu. Les thematiques abordees sont recurrentes chez Herve Bazin, bien qu’on 
ne parle plus de la longueur d’un roman : la pluie, l’obscurite, la famille et le feu retrouvent sa 
place dans cette nouvelle aussi. Ce qui est plus impressionnant c’est la coincidence de noms : 
le prenom de Bertrand Colu, second de Ralingue dans L ’huile sur le feu, reapparait en tant que 
simple pompier dans la nouvelle. Mais cette fois le protagoniste n’aboutit pas a la pyromanie, 
sinon agit a coup sur, afin d’eliminer un maux de tete que l’hotel lui aurait donne dans le futur 
proche. Les regies de securite au cas d’incendie semblent etre, cette fois, bien respectees : des 
la decouverte du feu, les etapes d’intervention se ressemblent a celles du roman precedent : 
reperage du feu, demande d’aide aux pompiers, evacuation de la zone et, fmalement, ce qui est 
propre a l’ecrivain, l’observation et la description de l’intervention. Les pompiers deja arrives 
a l’hotel, font evacuer l’etablissement, demandent des renforts et exigent qu’on deblaie le 
boulevard. L’intervention ne cessa pas a se commencer : 

Du fourgon-pompe [...] ont saute les equipes de premier secours. L’une d’elles decrochant, basculant le devidoir, 
a couru brancher son tuyau a la prise d’eau 69, la plus proche [...]. Moteur en quatrieme vitesse, pression controlee 
a six bars, une autre, au jet baton, amorce une contre-offensive pour les ouvertures. Une troisieme, au jet de pluie, 
essaie de reconquerir l’escalier de service, en ccmmenpant par faire tomber la chaleur et frayer le passage, (p. 114) 

Les descriptions beaucoup plus minutieuses que dans le roman puisent leur caractere 
technique dans la narration omnisciente: pretexte ideal pour que l’ecrivain y expose son 
penchant pour le discours specialise. Les connaissances approfondies et fortement detailles ne 
peuvent etre fondees que sur un travail gigantesque qui se trouve derriere la construction de 
l’ecriture bazinien. Quelles seraient les hens de l’ecrivain avec ce domaine ? D’ou surgit l’idee 
de transformer le feu dans le protagoniste d’un roman et leitmotiv d’une nouvelle ? Difficile a 
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le savoir, mais Temploi recurent du feu represente, en tennes d’ecriture, un eclairage, une 
lumiere-pilote dans l’univers du roman. 

Afin d’atteindre son but, Tauteur choisit des themes qui sont d’un symbolisme revelateur 
et sensationnel a la fois, des personnages qui sont parfois le sujet d’une revelation interieure, ce 
qui rend aux romans baziniens une valeur poetique et poietique, notions qui definissent son 
esthetique. Pour conclure, les deux ecritures abordees dans cette rechercher, oeuvres du debut 
et de la fin romanesque, represented les avatars de l’ecriture specialisee, du discours qui porte 
Tempreinte du jargon des pompiers. L’abondance de signes de ponctuation, le choix 
metaphorique de presenter de maniere tres poetique les evenements, d’autant plus que le jeu 
avec le discours specialise des pompiers, transformed ce roman dans une ecriture poetique. 
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Abstract: Literature and its history don’t evolve at the same speed some would say. So when literature 
passed through its post-modernist phase, it took literary history some time to adjust to the new realities 
of the literary world. After all, history is not supposed to present reality as it happens, but rather to 
analyze things that have already happened. How closer to the present should history, literary or 
otherwise, come and see, it has been the object of debate for many centuries now. But regardless of that 
debate, we cannot contest that literary history follows roughly the same path as its object, literature. 
The currents, changes, social and political pressures that literature feels, literary history will feel too, 
some even more acutely than its object. 

It’s no wonder then, that post-modernist literary history knows some major changes. Just like 
literature redefined itself and its forms, literary history redefined not only what it will study but also 
what will constitute literary history. This study reflects the way the world of literary history changed 
after post-modernism, but also how the world of Romanian literary history changed to respond to a dual 
push: the world’s new trends as well as the social, political and cultural pressures of a post-communist 
society. 


Keywords: sociology of literature, post-communism, cultural history, transdisciplinarity, 
literature 


Daca este sa analizam evolutia conceptului de istorie literara observam ca acesta a 
cunoscut o progresie aproape organica am putea spune. De la istoria literara ca simpla insiruire 
de opere si autori, la istoria literara ca parte a istoriei culturii, aceasta ajunge mai apoi sa fie 
aproape indisolubil legata de critica literara. De aceea ne este foarte greu sa facem o deosebire 
clara intre tipurile de istorie si cele de critica literara. 

Daca istoria literara constituie un fapt in sine, tipuri clasice de critica literara precum 
eseul sau recenzia ajung la randul lor sa faca parte din istorii literare. Si ce putem spune despre 
monografie? Aceasta se alia numaidecat la interesectia dintre critica si istoria literara, fara a fi 
partinitoare nici uneia. Ne este cu atat mai dificil sa le separam odata cu anii ’90, cand istoriile 
literare devin culegeri de monografii, de studii, eseuri si recenzii si mai ales cand isi fac aparitia 
atlasele literare sau chiar geografiile literare. Mai ales, in acest conglomerat aparent haotic unde 
oare am putea situa dictionarele literare? Acestea prezinta cu siguranta elemente bio- 
biliografice si aprecieri critice ale autorilor si operelor acestora, dar in acelasi timp, prin insasi 
capacitatea lor de depozitari de date literare intr-un anume context ele par mai degraba avatari 
ai istoriei literare. 

O alta dificultate ne este data de limitele mai degraba vagi in care istoria literara isi 
regaseste definitiile. De la Wellek si Warren, la Marino si Manolescu, definitiile a ceea ce poate 
fi considerat istorie literara in forma sau a fondului care ar trebui sa constitue obiectul istoriei 
literare variaza. 

Ca o concluzie a celor spuse mai sus, acest studiu nu se va axa deci pe examinarea, 
analiza si exemplificarea doar a acelor tipologii formale care au devenit formele consacrate ale 
istoriei literare ci ne vom aventura deci si spre forme ce tin mai degraba de critica literara care 
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au devenit intre timp insa tipologii de granita care pot caracteriza ambele concepte literare. Vom 
trata de asemnea unele tipuri mai nou aparute si a caror situare se dovedeste mai problematica 
ca de pilda geografia literara sau atlasul literar. Nu in ultimul rand, ne vom apleca asupra 
dictionarelor literare, incercand sa intelegem rolul pe care acestea il ocupa in noul peisaj literar 
de dupa 1989 si modul in care acestea au influentat acest peisaj. La urma urmei, scopul acestui 
studiu este de a analiza directiile spre care istoria literara se indreapta si nu putem face aceasta 
decat reliefand modul in care aceste forme, specifice critice sau istoriei literare sau aflate la 
granita dintre concepte au dus la creearea peisajului literar al epocii in care ne aflam. 

Notiunea de istoria literaturii sta sub semnul unui echivoc fundamental: obiectul este 
confundat cu disciplina si metoda de studiu. In primul sens, istoria literaturii inseamna 
totalitatea operelor literare aparute in istorie, in succesiune, intr-o perioada determinate. In cel 
de al doilea, istoria literaturii (-rara) defineste o disciplina, o metoda, o „stiinta a spiritului", a 
carei tehnica urmeaza a (i definite. Planurile sunt radical deosebite, chiar contradictorii: istoria 
literaturii nu este istorie, in timp ce istoria literaturii nu este a literaturii. Cum se explica acest 
paradox? In primul rand, obiectul istoriei literare este in mod necesar opera literare ca fenomen 
estetic. intai au aperut operele, apoi nevoia „istoriei” lor. Existe opere literare, care se succed 
in timp, care se cer recunoscute si studiate ca atare. De unde necesitatea fundamental a Istoriei 
literare de la se intemeia pe un concept estetic, pe o definitie a „literaturii”. Fara clarillcarea 
prealabile a specificului literar, nu poate fi precizat nici obiectul si, in functie de el, nici metoda 
istoriei literare, ca istorie a artei literare, situatie analoga cu a criticii literare. In acelasi timp 
insa, faptul ca obiectul istoriei literare - opera literara - constituie in acelasi timp un fenomen 
estetic si istorie, sau mai precis un obiect estetic, cu un anume „orizont’’ istorie, intr-o anume 
„situatie” istorica, nu schimba cu nimic realitatea. Cartile, fara exceptie, sunt integrate unei 
deveniri, unui flux istorie (de unde si ideea „evolutiei”), au un „miez” istorie. Intr-un moment 
istorie, totdeauna unic, repetabil, apare o opera, care „raspunde” cu mijloace literare unei 
singure „situatii”. Mai intai, prin insasi existenta sa, de opera conceputa si ivita la un moment 
dat. Este ea si numai ea, acum si nu in alta imprejurare, sau alta data. In terminologia germana, 
personalitatea literara ca Zeitpunki, „trait’’ si transfigurat literar, mod de a concilia particularul 
si generalul in istorie si literatura 1 . 

Deci ca si forma literara istoria literaturii este greu de definit. La celalalt capat al 
spectrului avem insa formele criticii literare. 

Intr-un interviu acordat lui Constantin M. Popa in revista Mozaicul, Iulian Boldea 
vorbe§te deschis despre viitorul istoriei literare drept subiect si disciplina. Potrivit acestuia: 
„Istoria literaturii nu e, in opinia mea, nici desueta, nici nefrecventabila, cel pufin la noi. In 
Occident, percepfia istoriei literare, ca lucrare de mari dimensiuni, este, intr-adevar, aceea a 
unei discipline desuete, anacronice, care supravicjuicste ineficient din secolul al XIX-lea.” 2 . 

Criticul Iulian Boldea reia nistc idei mai vechi cand vorbe§te de faptul ca formele criticii 
literare sunt strans legate de capacitatea acestei discipline de a putea investiga in mod corect si 
adeevat universul imaginar si formal al operei literare. Potrivit acestuia formele respective sunt: 

a) articolul (lat.articulus - articulatie) este o forma a disertatiei ce consta in tratarea unei 
teme literare. 

b) cronica literara este o forma a disertatiei, denumita asa datorita aparitiei sale 
periodice (zilnic, saptamanal, lunar) in paginile revistelor. Cronica literara consta in relatarea si 
comentarea celor mai recente aparitii editoriale. 

c) recenzia reprezinta o analiza, o dare de seama critica asupra unei carti literare sau 
stiintifice. Intr-o recenzie criticii aplica propriile priviri estimative la miscarea si evolutia 
literaturii contemporane. Concisa, fara a avea intinderea unui studiu, recenzia are ca scop 


1 Adrian Marino, Istoria literara, in ,Anuar de lingvistica si istorie literara”, XX, Cluj-Napoca, 1969, pp. 2-3. 

2 Constantin M. Popa, Interviu cu Iulian Boldea, in revista Mozaicul, nr. 13/2012. 
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informarea cititorilor asupra lucrarii respective, scotandu-se in evidenta meritele sau scaderile 
acesteia. 

d) eseul - e o forma de notatie a unor observatii personale, cu caracter reflexiv, in care 
se aduc, cu o deplina libertate de miscare spirituals, sugestii de cunoastere pe teme diverse. 
Eseul se releva ca un exercitiu critic nesistematic prin excelenta. Eseul se afla la interferenta 
filosofiei cu literatura. 

e) monografia reprezinta un studiu de profunzime in care se trateaza, amanuntit si in 
intregime sub toate aspectele, o problema din domeniul artei sau literaturii. Dupa continut 
monografiile pot fi: literare ( Viata lui Mihai Eminescu de C. Calinescu), istorice, sociologice 
etc.. 

Monografiile critice se refera fie la viata si opera unui scriitor, la un curent literar sau la 
destinul unui geniu.Un exemplu foarte elocvent este monografia lui E. Lovinescu intitulata Titu 
Maiorescu si contemporanii lui. Pe langa rigoarea stiintifica, monografiile trezesc interesul si 
prin unele calitati artistice precum prezenta unor naratiuni organizate epic, insertia unor portrete 
individualizate sau a unor caracterizari evocatoare. Monografiile sistematice pot totu§i fi §i 
exercijii de istorie literara, deoarece, pe langa elementul critic ele urmaresc de asemenea un 
element istorico-cronologic privind viata §i opera autorului, incadrarea acestuia in curente sau 
miscari literare. Monografie se afla deci sincretic la interferenja dintre critica si istoria literara, 
cu atat mai mult in zilele noastre, cand viitorul istoriei literare si al fonnelor pe care aceasta 
alege sa le adopte este incert. 

Privind scopul istoriei literare astazi, Iulian Boldea concluzioneaza ca: „Un obiectiv 
important al oricarei istorii literare ar trebui sa fie, cred eu, reconsiderarea unei anumite opere 
literare, revizuirea unor opinii sau ipoteze istorico-literare care au patina timpului, reevaluarea 
importanjei, a locului unor scriitori intr-un anumit context istorie, social sau chiar politic. Iar o 
astfel de opcratiunc de reevaluare a textelor literare sau a autorilor lor presupune tocmai o 
eliberare de tirania modelelor, o recuperare a unor scriitori uitafi sau aflat) in penumbra 
investigapei curente, dupa cum presupune si asumarea riscului de a destrama false prestigii sau 
glorii lipsite de fundament estetic.” 3 . 

Este destul de limpede pana aici. Pe deoparte avem istoria literara a carei definitie este 
la fel de vaga precum formele sale, iar pe de alta parte avem formele criticii literare care par cat 
se poate de limpezi. Lucrurile insa nu sunt chiar atat de simple pe cat ar parea la o prima privire. 

Directiile spre care ne indreptam in istoria literara nu mai permit o atat de clara separare 
a acestor forme. Avem de a face cu noi tipuri care exemplified aceste directii. In studiul sau 
intitulat O cercetare critica asupra istoriografiei literare romanesti, Andrei Terian identified 
trei astfel de noi tipuri. Un prim tip ar fi cel al istoriilor literare „revizioniste”, care s-au afirmat 
inca din deceniul al noualea, ca urmare a emergentei noilor discipline care au repus in discutie 
atat compozitia, cat si legitimitatea canonului literar occidental. E vorba, cu alte cuvinte, despre 
istoriile literare inspirate de studiile culturale, de studiile postcoloniale, de „noul istorism”, 
deconstructivism, psihanaliza lacaniana, „studii de gen” (gender studies) - pe scurt, de toate 
acele orientari pe care un conservator precum Harold Bloom le-a anatemizat prin sintagma 
„Scoala Resentimentului” 4 . In afara premiselor revizioniste, ceea ce individualizeaza 
majoritatea acestor istorii este faptul ca ele sunt lucrari in colaborare, scrise de echipe de autori 
care nu-si mai propun sa acopere in mod exhaustiv obiectul, ci sa-1 sondeze prin diverse 
abordari, nu intotdeauna convergente, si sa submineze astfel modelul „marilor naratiuni” 
nationaliste, organice si teleologice mostenit din secolul al XlX-lea. Exemplele din aceasta 
categorie sunt, desigur, numeroase dar mentionem doar istoria literaturii franceze editata de 


3 Ibidem. 

4 Harold Bloom, The Western Canon. The Books and School of the Ages, Harcourt Brace & Company, New York, 2004, p. 4. 
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catre Denis Hollier 5 si aceea, mai noua, a literaturii americane, coordonata de catre Greil 
Marcus si Werner Sollors 6 . 

Un al doilea tip care caracterizeaza o a doua directie asa cum sunt ele descrie de Andrei 
Terian il reprezinta istoriile literare transnational, care apar cu o frecventa sporita incepand cu 
anii ’90, pe fundalul intensificarii procesului de globalizare si al dezvoltarii teoriilor privind 
World Literature. De cele mai multe ori, aceste istorii se structureaza pe o platforma teoretica 
eclectica, ce mai include atat abordari de tip „revizionist”, cat si elemente preluate din discipline 
precum istoria mentalitatilor sau geografia culturala 7 . Si in cazul de fata, spune autorul, am 
putea da o multime de exemple, dar probabil ca cele mai reprezentative raman istoriile literare 
realizate in ultimul deceniu sub egida ICLA si publicate in prestigioasa colectie Comparative 
History of Literatures in European Languages a editurii John Benjamin. Mai mult, exista deja 
in momentul de fata suficiente indicii ca asemenea abordari se vor extinde in curand pe o scara 
globala - dovada proiectul Literature:. Dar, desigur, aceasta nu inseamna ca perspectiva 
transnationala nu poate fi aplicata si la scara unei singure literaturi, dupa cum o arata propunerea 
de istorie a literaturii franceze coordonata de catre Christie McDonald si Susan Suleiman 8 . 

In fine, o a treia directie pe care autorul gaseste util sa o mentioneze reprezinta unul 
dintre cele mai recente programe istoriografice, si anume istoria literara cantitativa, care, desi 
se afla deocamdata in stadiu embrionar, si-a dovedit deja eficienta in principal prin cercetarile 
lui Franco Moretti 9 , desfasurate in domenii precum relatiile interliterare, geografia literara si 
teoria genurilor. E drept ca, pana in momentul de fata, aceasta metoda nu a produs o istorie 
completa a uneia sau a mai multor literaturi. Si s-ar putea ca istoria literara sa nu fie niciodata 
capabila sa abordeze in mod satisfacator doar din punct de vedere cantitativ o intreaga literatura. 
Insa unele dintre istoriile literare deja citate mai sus au recurs deja, chiar daca doar in parte, la 
ajutorul abordarilor cantitative si au ajuns la rezultate a caror utilitate nu mai poate fi 
contestata 10 . 

Andrei Terian identified in continuare o serie de elemente comune pe care aceste directii 
sau tipuri par sa le impartaseasca, cel putin primele doua. In primul rand, spune acesta „istoriile 
literare recente sunt scrise rareori de catre un singur cercetator, caruia i se prefera din ce in ce 
mai mult colectivele de autori; aceasta trasatura se explica, de buna seama, prin dificultatea, 
daca nu chiar prin imposibilitatea unui singur om, oricat de cultivat si de dotat, de a mai stapani 
in momentul de fata informatia acumulata cu privire la o singura literatura, fie ea si dintre acelea 
considerate minore sau periferice” 11 . 

Pe de alta parte, afirma el, un obiectiv afirmat constant de catre numerosi coordonatori 
de istorii literare este dorinta de a se rape de modelul national, organicist si teleologic care a 
dominat istoriografia literara europeana de la inceputul secolului al XlX-lea pana spre mijlocul 
secolului trecut; in acest context, obiectivul urmarit de majoritatea istoricilor literari este acela 
de a surprinde nu atat continuitatea, cat discontinuitatile istorice - fapt realizat in egala masura 
prin multiplicarea perspectivelor (consecinta fatala a scrierii in colaborare a istoriei, ca si prin 


5 Denis Hollier (ed.), A New History of French Literature. A Panorama of Literature in Its Cultural Context - Music, 
Painting, Politics, and Monuments Public and Private, Harvard University Press, Cambridge, MA. & London, 1989. 

6 Greil Marcus, Werner Sollors (eds.), A New Literary History of America, Harvard University Press, Cambridge, MA. & 
London, 2009. 

7 Mario J. Valdes, Djelal Kadir (eds.), Literary Cultures of Latin America: A Comparative History, vol. /-///, Oxford 
University Press, New York, 2004. 

8 Christie McDonald, Susan Rubin Suleiman (eds.), French Global: A New Approach to Literary History, Columbia 
University Press, New York, 2010. 

9 Franco Moretti, Graphs, Maps, Trees: Abstract Models for Literary History, Verso Publishing, London/ New York, 2005. 

10 Andrei Terian, O cercetare critica asupra istoriografiei literare romaneyti, Volumul I al Conferintei „European integration- 
between tradition and modernity” , Editura Universitatii „Petru Maior”, Tirgu Mures, 2005, pp. 1231-1232. 

11 Ibidem, p. 1233. 
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fragmentarea lor (istoriile literare recente nu mai urmaresc o analiza exhaustive a obiectului, 
careia i se prefera o serie de „sondaje” mai mult sau mai putin aleatorii in trecutul literar. 

Unul dintre modele care pare sa fi decazut din preferintele istoricilor si cercetatorilor 
literari este cel organicist. Indepartarea de acesta se face prin atentia sporita acordata grupurilor 
marginale, minoritatilor etnice, religioase, sexuale si sociale, ale caror „voci” au fost pana acum 
reduse la tacere de istoriile literare „canonice”. Aceasta mutatie a fost posibila, desigur, datorita 
disciplinelor „revizioniste” precum studiile postcoloniale sau feministe, care au contestat atat 
legitimitatea perspectivelor din care au fost scrise istoriile literare traditionale, cat si ierarhiile 
de valori stabilite de catre acestea 12 . 

O atare schimbare de perspective a fost pregetite de o alta, constand in adoptarea unei 
viziuni institutional asupra fenomenului literar. Potrivit acestei pozitii, inspirate in bund 
masura de materialismul cultural, de teoria discursului a lui Michel Foucault si de 
constructivismul social, literatura inceteazd a mai fi un limbaj privilegiat si devine un discurs 
„ca toate celelalte”, generat de anumite institutii si aflat in diverse raporturi de putere cu alte 
tipuri de discurs din cadrul unei anumite societati; de aici, o abordare contextualizanta a 
fenomenului literar, care pomeste de la incercarea de a determina functia literaturii intr-un 
anumit timp si loc, functie care ii prescrie si, in acelasi timp, ii defineste „regulile jocului”. De 
materialismul cultural se plange si Ion Simut cand vorbeste despre cultura de divertisment si de 
poezia pentru care nu mai exista un public larg si care a fost deci nevoita sa se mute in cercuri 
din ce in ce mai restranse pana cand aceasta va disparea in cele din urma cu totul 13 . 

Mai mult, crede Terian, nu doar raporturile literaturii cu alte tipuri de discurs, ci insasi 
statutul sau ca discurs „propriu”, dotat cu o „esenta” si cu niste frontiere bine definite e pus la 
indoiala in multe dintre istoriile literare actuale. Ca urmare a acestui fapt, ele analizeaza 
adeseori nu doar opere cuprinse in genurile literare traditionale (poezie, proza, teatru, critica), 
ci si texte pe care clasificarile generice uzuale le-ar delini ca lucrari istoriogralicc, jumale, 
scrieri de calatorie, manifeste politice sau opere filosofice. In noile istorii literare isi gasesc loc 
nu doar Pound, Kafka si Brecht, dar si Michelet, Freud si Derrida 14 . 

Consecinta acestor fenomene este faptul ca valoarea artistica ajunge sa fie chestionata 
in aceeasi masura ca si literalitatea: din moment ce literatura nu mai are niste frontiere precise 
si unanim acceptate, ci limitele ei sunt rezultatul intereselor unui anumit grup social dominant 
sau, pur si simplu, fenomenul literar se caracterizeaza printr-o anomie constitutive, e de la sine 
inteles ca incercarea de a constitui un canon legitim se confrunta cu mari dificultati sau devine 
de-a dreptul imposibila. Tocmai de aceea, atunci cand nu vizeaza in mod programatic o 
„revizuire” a canonului, unele dintre istoriile literare actuale renunta la pretentia de a mai stabili 
un canon si privesc toate operele literare ca pe niste efecte sau reflexe ale anumitor structuri 
caracteristice societatii care le-a produs 15 . 

Vedem deci cum din nou discutia se poarta aproape obsesiv in jurul canonului. Cine il 
face, cine il neaga. Exista un nou canon? Dar mai ales este necesar un canon de orice fel? Totul 

pomeste de la ideile literare. Ideile literare (sau de orice alta natura) nu apar niciodata izolate 
decat prin abstractizare, ci integrate numai unor retele asociative si „campuri lingvistice”. In 
jurul unui nucleu semantic, destul de oscilant, imprecis, fragil, predispus la dezagregare, tinde 
sa se grupeze un camp asociativ vast, destul de instabil, o vegetatie mai mult sau mai putin 

parazitara, care-si deplaseaza si denatureaza inevitabil intelesul. Sinonimiile, omonimiile 


12 Ibid. 

13 Ion Simut, Comentarii critice: Ce s-a mtdmplat cu literatura romana in post-comunism. Simptomatologie generala, In 
..Romania literara”, nr. 6/2008. 

14 Andrei Terian, op. cit., p. 1234. 

15 Ibidem 
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virtuale sau reale, afinitatile, asociatiile de idei (science/conscience, connaissance/co- 
naissance etc), the great chain of being etc., isi aduc contributia lor la sporirea densitatii 
semantice a termenilor literari si, implicit, la obscurizarea si confuzia lor perpetua. Asociatiile 
de idei produc interference, aglutinari, suprapuneri totale sau partiale de sensuri, cercuri 
semantice care tind sa se intretaie in diferite puncte, prin conexiuni si sisteme de relatii de 
natura sa amplifice si in acelasi timp sa complice continutul oricarui concept literar. In 
masura in care orice idee literara se asociaza si interfereaza o serie intreaga de alte idei 
literare, dilatarea semantica devine inevitabila. Imbricarea semnelor atrage automat 
interferenta semnificatiilor. Ideea de romantism interfereaza in timp si spatiu ideii de geniu, 
originalitate, inspiratie, etc.. La fiecare noua intersectie se produce o amplificare, deviere, 
deplasare de semnificatii, prin adaosuri si contaminari de noi semnificatii, modificari sau 

nuantari de semnificatii vechi, aglutinare de semnificatii noi si vechi, grupate de fiecare data 
in noi sinteze. 

Continutul ideilor literare devine in felul acesta defectiv prin definitie, supus 
mutatiilor, transformarilor, evolutiilor, deplasarilor continui, observatie de esenta locului 
comun. Nu putine transferuri in zone heterogene, uneori foarte indepartate de punctul de 
plecare, se cer inregistrate la acelasi capitol. Consecintele labilitatii, oscilarii si deci 
„istoricizarii” ideilor literare sunt considerabile prin chiar acest simplu, dar fundamental fapt: 
ideea literara se confunda cu propria sa semantica istorica, a carei descifrare si lectura devine 
insusi obiectivul criticii ideilor literare. Ea urmeaza sa „explice”, sa descrie mecanismul 
acestui fenomen de instabilitate „istorica”. Id est, al transferului semantic implicat in si prin 
succesiunea textelor de idei si anume ca faptele de polisemie apar adesea efemere, dar atat de 
putemice, incat echivaleaza in planul analizei sincronice, cu adevarate omonime. Toate 

transforma rile semantice notabile se produc in punctele nodale ale traiectoriilor istorice ale 
ideilor literare. Cauza originara a polisemiei ideilor literare este, dupa imprejurari, uzuala, 
intentionala, contextuala, sau uzual-intentional contextuala, prin interferenta involuntara 
sau voluntara. Determinante sunt, in orice imprejurare, acceptiile curente, in general imprecise 

sau personale, intentiile programatice ale emitatorului de idei literare (proiecte intelectuale, 
programe teoretice), contextele in care aceste idei sunt exprimate, intelegem prin „context” 
totalitatea determinarilor de ordin „istoric” ( Weltanschauung , ideologic, social, individual si 
de orice alta natura), in cadrul carora ideile literare sunt formulate 16 . 

in acest context, abolirea sau, cel putin, atenuarea judecatii de valoare se coreleaza cu 
inca o trasatura specifica istoriilor literare actuale, si anume orientarea lor neopozitivista. Daca, 
pe de o parte, orice judecata de valoare este chestionabila, iar, pe de alta, literatura este un reflex 
discursiv al structurilor materiale si sociale, calea cea mai potrivita pentru a scrie o istorie 
literara credibila pare aceea de a te concentra mai mult asupra aspectelor factuale ale 


16 Adrian Marino, Dintr-un dictionar de idei literare, Editura Argonaut, Cluj-Napoca, 2010, p. 227. 
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fenomenului literar. Un rezultat al acestei reorientSri este apelul tot mai mare la ajutorul unor 
discipline precum statistica, geografia, economia, sociologia. Rezultatul direct al acestei noi 
directii este aparitia unor noi specii precum geografia sau atlasul literar sau chiar a 
monografiilor problematice 17 . 

Tot in legSturS cu acest aspect, traditionalul close-reading tinde sS fie substituit de ceea 
ce Franco Moretti numea distant reading, o metodS de abordare ce pare a conveni mult mai 
bine abordSrilor de tip cantitativ ale literaturii. Un aspect foarte interesant pentru starea actuals 
a istoriei literare romanesti pe care Andrei Terian il remarcS este cS „nu in ultimul rand, chiar 
dacS se referS, prin insSsi natura lor, la trecut, istoriile literare actuale nu au cum sa nu 
vorbeascS, de fapt, si despre prezent - si, inainte de toate, despre fenomenul definitoriu al epoch 
noastre: globalizarea. Chiar si atunci cand ele constituie doar istorii literare nationale, scrierile 
mentionate la inceputul acestei sectiuni (si multe altele incS adopts, in abordarea obiectului lor, 
o perspective asumat intern-, trans- sau postnationalS, care implies in egalS mSsurS o privire de 
foarte sus a materiei si o components comparatistS. Desigur, acest lucru se justifies prin faptul 
ca, privitS din afarS sau de deasupra, o literatura nationals nu reprezintS niciodatS o entitate 
izolatS, ci o verigS sau, mai bine zis, un nod intr-o retea interliterarS sau chiar planetarS” 18 . 

Mai mult chiar, in conditiile globalizSrii, insSsi compartimentSrile pur „nationale” ale 
literaturilor devin problematice, iar acest lucru se observS nu doar prin amploarea sporitS a unor 
fenomene remarcate deja de istoriile literare traditionale precum influentele sau traducerile ( sS 
nu uitSm cS la noi piata de carte a cunoscut cu traducerile o adevaratS explozie in ultimele douS 
decenii, o explozie care incS nu si-a terminat combustibilul) ci si prin intcnsificarca unor 
procese precum migratia (in toate variantele sale: diasporS, exil etc., bilingvismul sau 
aculturatia, care se regSsesc din ce in ce mai des in istoriile literare din ultimele decenii. IatS, 
asadar, modul de ansamblu in care se prezintS orientSrile si caracteristicile istoriografiei literare 
actuale 19 . 

AceastS tridirectionalitate a istoriei literare pe plan universal cunoaste insS o 
transformare la noi. La intrebarea care ar fi trSsSturile proeminente ale traditiei istoriogralicc 
literare romanesti si in ce raport se situeazS ea cu cercetarea occidentals, o serie de cercetStori 
de la Ion Simut, la Andrei Terian si Eugen Simion au incercat sS rSspundS in ultimele decenii. 

Totusi, inainte de a explora aeastS problems, crede Terian, e necesar sS vedem exact 
despre ce istorii ale literaturii romane vorbim aici: „0 observatie preliminarS in aceastS privintS 
este cS, spre deosebire de alte literaturi est-europene, literatura romanS nu a avut panS acum 
norocul de a fi impusS in circuitul international printr-o istorie literarS care sS fie recunoscutS 
ca reper in domeniu. E adevSrat cS incS de la sfarsitul secolului al XlX-lea literatura romanS a 
constituit obiectul mai multor istorii literare semnate de cercetStori strSini, dintre care 
majoritatea rSman chiar si in clipa de fatS surse de informatie credibile. Avem in vedere, de 
pildS si cazul literaturilor polonezS prin Czeslaw Milosz, The History of Polish Literature ; 
bulgarS prin Charles A. Moser, A History of Bulgarian Literature: 865-1944; si slovacS prin 
Peter Petro, A History of Slovak Literature; dar, desigur, lista poate fi extinsS. Din pScate, in 
Romania, ele nu numai cS nu au fost traduse, dar au fost, in general, ignorate sau chiar primite 
cu ostilitate 20 . 

Trebuie aici sS facem precizarea cS Andrei Terian este unul din cei mai vehementi 
suporteri ai exportSrii literaturii romane dar si a criticii si istoriei literare pe care el o defineste 
ca fund de calitate. Problema valorilor care ar putea rezista unui asemenea export este tratatS 
pe larg in volumul Critica de export publicat in 2013. 


17 Andrei Terian, op. cit., p. 1234. 

18 Ibidem. 

19 Ibid. 

20 Ibid., p. 1235. 
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In aceste conditii ale unei ostilitati fatise fata de critica si istoria literara venita din 
exterior, sursa cea mai utila si mai actuala pe care un strain o are in momentul de fata la 
dispozitie pentru a se informa asupra literaturii romane sunt capitolele dedicate acesteia in 
cunoscuta Istorie a literaturilor central- si est-europene semnata de catre Marcel Cornis-Pope 
si John Neubauer. Insa imaginea pe care si-ar face-o in urma unei asemenea lecturi ar fi, fara 
indoiala, una trunchiata, intrucat, lasand la o parte capitolul dedicat „poetului national” in 
volumul al IV-lea, e mai mult decat evident ca, in ceea ce priveste genurile literare „clasice”, 
istoria amintita privilegiaza net proza in detrimentul poeziei. Sigur, acesta nu neaparat un repros 
adus lucrarii, unde, in ansamblu, literaturii romane i se acorda un spatiu privilegiat. Terian 
pledeaza pentru poezie spunand ca „nicio literatura nu poate fi inteleasa fara poezia ei” mai 
exista si problema faptului ca „genul respectiv are o importanta si mai mare in cazul literaturii 
romane, unde majoritatea bataliilor canonice si a schimbarilor de paradigma s-au concentrat in 
jurul fenomenului poetic.” 21 . 

Nici istoriile literare traduse sau scrise direct de romani pentru uzul strainatatii nu s-au 
bucurat de un mai mare succes in afara granitelor tarii. Cu o singura exceptie, cea a Panorama 
de la litterature roumaine contemporaine (1938) a cunoscutului comparatist B. Munteano, care, 
in afara faptului ca a beneficiat de prestigiul autorului (secretar timp de aproape doua decenii 
al impunatoarei Revue de litterature comparee si de traducerile in engleza, germana, italiana si 
portugheza, reprezinta o aparitie cu adevarat remarcabila pentru vremea sa). Nu ne raman 
assadar spre analiza decat istoriile publicate in limba romana. 

O prima caracteristica a acestora despre care vorbeam la inceputurile acestui studiu este 
faptul ca istoriografia literara romaneasca nu se reduce la istoria literaturii ca gen, ci acopera o 
serie de alte cercetari specializate (monografii, studii specializate pe epoci etc.), in care un 
cititor dornic sa cunoasca fenomenul literar romanesc gaseste, de obicei, informatii mult mai 
temeinice decat in istoriile literare „generale”. In al doilea rand, nu e greu de constat ca, chiar 
si dupa aceasta restrangere a campului de analiza, istoriile literare romanesti sunt destul de 
numeroase, astfel meat se impune o noua delimitare. 

Delimitarea pe care Terian alege sa o foloseasca este combinarea criteriului 
reprezentativitatii cu acela al actuabtatii raportand patru istorii deja „canonice” acelea ale lui E. 
Lovinescu, G. Calinescu, I. Negoitescu si Nicolae Manolescu si alte patru recente, aparute dupa 
2000 si semnate de Marian Popa, Eugen Negrici, Alex. Stefanescu si Mihai Zamfir. 

Pentru Andrei Terian istoria literara romaneasca are un set clar de trasaturi definitorii 
Prima ar fi faptul ca spre deosebire de alte literaturi europene, in special vestice, in care s-a 
realizat inca de la inceputul secolului trecut o disociere clara intre critica academica (mai mult 
sau mai putin „stiintiUca” si critica „la zi” („impresionista” si foiletonistica a fenomenului 
literar, in Romania aceasta disjunctie nu s-a impus inca in mod ferm nici chiar in clipa de fata. 
Afinitatile criticii romanesti cu critica franceza si absenta unei putemice traditii pozitiviste (sau 
macar formaliste au facut ca istoria literara sa fie privita ca un domeniu in care un critic e 
„chemaf ’ sa se manifeste doar dupa sau doar in paralel cu o activitate cat mai indelungata de 
cronicar literar. „Tocmai de aceea prototipul criticului roman pare sa fie acela al Demiurgului 
sau al nomothetului, capabil sa legifereze in domeniul istoriei literare cu aceeasi lejeritate cu 
care o face in recenziile de carte si care concepe astfel acest gen academic drept forma suprema 
de consacrare sau de verificare a autoritatii pe care si-a dobandit-o in timp” 22 . De altfel, se poate 
constata cu usurinta ca toate istoriile „canonice” ale literaturii romane au fost scrise de critici 
care si-au exersat anterior condeiul in calitate de cronicari literari si care au putut profita astfel 
din plin, in noua ipostaza, de popularitatea pe care si-au castigat-o in calitate de comentatori ai 
actuabtatii literare. 


21 Ibid. 

22 Ibid., p. 1236. 
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Pe de alte parte, crede Terian, acest statut aparte al istoriei literare in cultura romanS se 
bazeazS, de fapt, pe o serie de optiuni punctuale, precum privilegierea stilului in detrimentul 
„metodei” si al documentSrii, a judecStii „de gust” in detrimentul unei analize conceptuale 
elaborate si a interpretSrilor insolite in detrimentul contextualizSrii riguroase. Astfel, multi 
dintre istoricii literari romani tind sS priveascS, cel putin de la G. CSlinescu incoace, istoria 
literara ca pe un gen mai degrabS literar, o „sintezS epicS” decat ca pe o scriere in regim factual, 
cu veleitSti academice. <<De exemplu, in textele teoretice ale lui G. Calinescu si la Nicolae 
Manolescu, documentarea riguroasS e repudiate la statutul de simplS istorie literara „auxiliarS”, 
rezervatS doar celor incapabili sa se ridice la „creatie” si „sintezS”. AceastS pozitie de principiu 
se confirms prin faptul ca multe dintre istoriile literare mai recente ca de pildS, cele semnate de 
I. Negoitescu, Nicolae Manolescu, Alex. StefSnescu sau Eugen Negrici se dispenseazS de note 
sau chiar de orice aparat bibliografic. Drept unnare, sursa si chiar autenticitatea mai multor 
citatele si referinte sunt greu de urmSrit si de verificat>> 23 . 

Acuzatia majorS pe care Terian o aduce acestor lucrSri de istorie literara, fie ca vorbim 
de cele patru exemple considerate „canonice” sau de celelalte patru publicate dupS 2000, este 
cea a absentei unui aparat critic bine construit si a unui set de refereinte verificabil si credibil, 
precum si pasiune pentru interpretSri insolite, exotice sau iesite din tipare care, crede el, nu fac 
nici o favoare istoriografiei istoriei literare romanesti, mai ales a celei de data recentS 24 . 

Pe baza celor afinnate mai sus, putem incerca acum o situare de ansamblu a 
istoriografiei literare romanesti in raport cu cea occidentals. Iar, din cele mai multe puncte de 
vedere, acest raport se manifests sub forma unor divergente fundamentale: in literatura romanS 
nu s-a incetStenit incS traditia istoriilor literare scrise in colaborare. DiscontinuitStile literare, 
atunci cand apar in istoriile literare romanesti, nu rezultS dintr-un program teoretic, ci apar mai 
degrabS ca lacune si neglijente ale demersului istoriografic; in rest, modelul istoricilor literari 
romani rSmane acela al „sintezei epice”. 

Desigur, revizuirile canonului despre care am tot discutat din diferite unghiuri 
axiologice, exists in istoriile literare romanesti in viziunea lui Terian <<nu atat ca efect al 
reabilitSrii vocilor marginale, „minoritare”, ci ca urmare a subiectivitStii „gustului” sau, in cel 
mai bun caz, a aplicSrii criteriilor dominante ale prezentului asupra trecutului; or, aceste „criterii 
dominante” nu sunt nici chiar in momentul actual prea favorabile vocilor minoritare, datS fund 
mentalitatea preponderent conservatoare a societStii romanesti>> 25 . 

Terian incheie spunand cS aspiratia neo pozitivistS nu constituie in momentul de fatS un 
deziderat pentru istoriile literare romanesti, care continuS sS rSmane cantonate, intr-o mSsurS 
mai micS sau mai mare, in prejudecata „gustului” si fSrS a fi cu totul absents, dimensiunea 
comparatistS este folositS in istoriile literare romanesti vechi sau noi mai mult idiosincratic si 
tendentios decat sistematic. Concluzia generals pe care acesta o trage este cS istoriile literare 
romanesti actuale sunt profund defazate fatS de proiectele echivalente de pe plan international: 
«cel mai evident este acest aspect in ceea ce priveste aspectele teoretice si metodologice, a 
cSror evolutie pare a se fi oprit, pentru istoricii literari romani, undeva prin anii 70, la „estetica 
receptSrii” a lui Hans-Robert Jauss si la istoria mentalitStilor a lui Fernand Braudel (ambii citati 
de Nicolae Manolescu in prefata Istoriei sale, fSrS a fi, insS, urmati in mod consecvent>> 26 . 

Vedem deci cS problema fonnelor istoriei literare din ultimele douS decenii este cu mult 
mai complicatS decat ar fi pSrut la o primS vedere. Istoriile lui Nicolae Manolescu, ale lui 
Marian Popa sau chiar ale lui Alex. Stefanescu sunt culegeri de recenzii, articole sau eseuri, 
mai vechi sau mai noi, in cazul lui Marian Popa, chiar note ale acestuia dintr-un dictionar literar. 


23 Ibid., p. 1237. 

24 Ibid. 

25 Ibid., p. 1240. 

26 Ibid. 
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Pe de alta parte, Ion Holban aduce cu istoria sa o culegere de monogralli de scriitori 
organizate intr-un mod care poate parea haotic la o prima analiza. La celalalt pol, Cornel 
Ungureanu scrie pe langa volumele sale dedicate literaturii romane in exil o Geografie a 
literaturii romane azi care e jumatate eseu critic, jumatate istorie literara. Concluzia lui Terian 
a fost ca istoriogralia istoriei literare romanesti nu a fost niciodata foarte buna la a respecta 
limitele care guverneaza hotarul dintre critica si istoria literara. Principalul motiv al acestei lipse 
de separatie este, considera el, o lipsa de separatie a cronicarilor literara de critica academica si 
deci pe deoparte absenta unor voci disidente care sa conteste canonul oficial, iar pe de alta parte 
lipsa de popularitate a tomurilor de exceptional!! valoare a unor figuri care nu sunt insa in ochiul 
public prin cronici literare sau o prezenta constants pe scena febrila a criticii literare instant. Se 
simte acerb, crede el, lipsa unei critici academice care sa duca la randul ei la o istorie literara 
propriu-zisa care sa nu fie o culegere de forme de critici literare. 

Totusi dincolo de criticile lui Andrei Terian, istoriografia istoriei literare romanesti post- 
decembriste pare sa beneficieze totusi de aceasta aparenta ince|o§are a granitelor dintre formele 
criticii si cele ale istoriei literare. La urma urmei scopul istoriei literare este cel de a construi o 
imagine a operelor, autorilor, curentelor, tendintelor si evenimentelor literare specifice unei 
epoci, dar si unui spatiu geografie. Am putea intradevar sa fim mai exigenti in aplicarea unor 
criterii de separatie mai clare in ceea ce priveste formele criticii si istoriei literare. Dar ar mai fi 
aceasta o imagine corecta a spatiului literar romanesc surprins la acest moment in timp? 

Intentiile lui Andrei Terian sunt intr-adevar nobile si poarta in ele sperantele unei intregi 
generatii de critici si istoriei literari care 1-au precedat si inspirat: racordarea culturii romanesti 
la Occident, recuperarea unei percepute intarzieri, ocuparea unui loc cat de cat important pe 
scena istoriei. Dar in ceea ce priveste relevanta acestor ambitii, precum si despre aspectul lor 
pozitiv sau mai degraba nociv pe care il au asupra lumii literare romanesti discupa ramane inca 
deschisa. 
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Abstract: The present paper aims to illustrate the economic status of the Jews during the Middle 
Ages, and more specific - two different landmarks: the money-lender Jew and the Court Jew. The 
following analysis will provide a brief historical background, it will investigate some relevant cases, 
and it will offer a refreshing point of view to the subject, set up from a literary approach. 
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Istoria ne arata ca perioada medievala este una fasta pentru dezvoltarea comertului. Intr- 
o prima etapa, apare „negustorul itinerant care folosea drumurile (mai degraba poteci), caile 
fluviale si maritime si care participa la vestitele iarmaroace care se tineau aproape tot anul in 
Champagne (secolul al XHI-lea)” 1 . Dezvoltarea orasclor coincide cu aparitia negustorului 
sedentar; si aici evreii joaca un rol important, prin atitudinea de blamare pe care o cultiva 
Biserica fata de negot si camatarie, intrucat „doctrina ei s-a alcatuit in mediul rural §i 
me§te§ugaresc ebraic, [si] nu rccunoaste decat lucrarea creatoare ca izvor legitim de castig si 
bogatie” 2 . 

Dezvoltarea negotului va angrena, in mod necesar, o rafinare a mijloacelor de operare in 
domeniul economic. Astfel, vor fi valorificate contractele de asociere ( commenda ), metodele 
de asigurare (spre sfarsitul secolului al XH-lea) si uzul cambiei, sub forma simpla a biletului la 
ordin, sau aceea complexa, a tratei. Elementul de noutate a constat insa in aparitia contabilitatii 
cu registrele de comert si, mai ales, contabilitatea in partida dubla. Fircstc, negustorii au 
contribuit in mod decisiv la progresul §i la prosperitatea statelor, prin dezvoltarea scrierii, a 
limbilor de circulate, a matematicii, a geografiei si a tehnicii. Au fost elaborate un glosar arabo- 
latin, un dictionar trilingv (in latina, cumana §i persana) si s-au raspandit limbile nationale: 
franceza pentru targurile din Champagne, gennana pentru ora§ele subsumate companiilor 
comerciale occidentale (hanseatice) §i italiana (de exemplu, primul text cunoscut in limba 
italiana este un fragment de carte de socoteli a unui negustor, din anul 1211) 3 . 


1 Ovidiu Nicolae Grivu, Ileana Grivu, Olimpia Doina Cirimpei, Adrian Stelian Faur, Cap. „Evreii in Evul Mediu”, in Din 
istoria fi civilizatia evreilor, vol. I, „A n tichitatea si Evul Mediu”, Ed. Mirton, Timisoara, 2000, p. 306. 

2 Le Goff, citat de Ovidiu Nicolae Grivu..., ibidem, p. 306. 

3 Ovidiu Nicolae Grivu, op. cit., p. 307. 
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in jural anului 1000, pe teritoriul a ceea ce va fi Franta doar cateva orase configureaza 
spatiul rural. Aici traiesc laolalta meseria§i si camatari, majoritatea fiind evrei. Comertul „de 
lux” se diversified, acesta reprezentand apanajul cre§tinilor. Camataria este lasata pe seama 
evreilor, caci este considerate „o indeletnicire murdara, insa necesara societatii” 4 . De fapt, evreii 
erau atat de necesari meat patricianul Venetian Marin Sanudo exclama, la 9 noiembrie 1519,ca 
„intr-o tara evreii sunt la fel de trebuinciosi ca brutarii”, protestand impotriva persecutarii lor. 
Ura impotriva evreilor nu era indreptatita; aidoma crcstinilor, foloseau uneori procedee despre 
care Braudel spune 

ca „fac parte din moravuri”, constituind o realitate inerenta secolului al XlV-lea: vanzari 
simulate, false scrisori de targ, cifre Active in actele de notariat 5 . 


Evreii si crestinii 

t f 

Un aspect tematic adesea eludat rezida in faptul ca nu numai evreii practicau camataria. 
Daca „pana in secolul al XH-lea, imprumutul cu camata care nu punea in joc sume importante 
§i care se facea, in parte, in cadrul economiei naturale era aproape cu totul in mainile evreilor” 6 , 
avantul economic manifestat in acel secol a sporit numarul camatarilor cre§tini, mereu in 
contrapartida cu evreii. Camatarii cre§tini depindeau de tribunalele ecleziastice, spre deosebire 
de evrei si straini, care depindeau de justitia laica, mult mai dura §i mai represiva. 

Conciliul IV (Lateran, 1215) a luat hotarari in mod vadit antiiudaice: „Dorind ca in felul 
acesta sa impiedicam tratarea inumana a crcstinilor de catre evrei hotaram [...] ca, in cazul in 
care, sub un pretext oarecare, evreii au cerut crcstinilor dobanzi mari §i excesive, orice legatura 
a crcstinilor cu ace§tia sa lie interzisa pana vor da satisfactie”. 

In Evul Mediu (§i nu numai atunci) sunt vizibile raporturi, atitudini pe care azi le-am privi 
ca reprobabile: „crcstinii nu erau mai buni ca evreii; lacomia, insclatoria sunt defecte omencsti” 7 
[ale oamenilor, in general, nu ale evreilor, in particular; n.n.]. Exemplul oferit, desi abstras 
dintr-o epopee (Can(area Cidului, 1140), poate ft eloevent in sprijinul acestei idei. in cantul I, 
capitolul 4 se arata ca Cidul are nevoie de bani: „De sasc sute marci vrea Cidu-a va ruga./ 
Raquel §i Vidas zic: Prea bine, i le-om da./ Cei doi zic: Insa targul, §tii, nu se face-a§a,/ Se cade 
a primi intai, si-apoi a da./ Raspund Raquel §i Vidas: A§a, ne invoim./ Cand lazile vor li aici, 
banii’ti avea” 8 . Se §tie ca Cidul este cel care in sal a, oferind ca garantie doua lazi umplute cu 
nisip, nicidecum cu averi, celor doi camatari evrei. 

Este interesant de urmarit atitudinea Bisericii fata de realitatea economica a cametei, 
atunci cand ea se manifests in randurile crcstinilor: „Rcnastcrca valorii saraciei in secolul al 
XHI-lea va face si mai acut sentimentul ticalosiei camatarului crestin’’ 9 , Biserica infatisanclu-i 
ca fiind mai rai decat evreii: „[...] caci evreii nu dau imprumuturi camatare§ti fratilor lor. 
Camatarii no§tri au devenit intimii, valetii de camera nu numai ai prelatilor [...]” (Juramantul 
«ad status» nr. 58, exemplul 14). Thomas de Chobham (inainte de anul 1215) observa ca: „este 
surprinzator ca Biserica ii sprijina pe principii care, fara a li pedepsiti, transforma in folosul lor 
banii evreilor...”. Multi clerici ii ostracizau pe camatarii cre§tini necinstiti. Etienne de Bourbon, 


4 Ibidem, p. 308. 

5 Ibidem, p. 308. 

6 Le Goff, citat de Ovidiu Nicolae Grivu..., ibidem, p. 308. 

7 Ovidiu Nicolae Grivu, op. cit., p. 309. 

8 In traducerea lui Eugen Tanase. 

9 Le Goff, citat de Ovidiu Nicolae Grivu, ibidem, p. 309. 
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dominican din secolul al XHI-lea, scria ca: „acesta (un camatar) a fost ingropat intr-un mormant 
invecinat bisericii [...]. Dimineata a fost gasit impins departe de biserica, parca pentru a arata 
ca mi era modular al Bisericii Iar Jacques de Vitry (mort inainte de anul 1240) afirma: „Bun 
gand a avut un preot refuzand sa inmormanteze pe unul dintre cnoriasii lui care fusese 
camatar...” 10 . 

§i totu§i, consecintele care decurg din aceasta practica ni se par a fi, pentru evrei, mai 
grave, desi suferintele umane nu sunt niciodata comparabile: „Camatarul evreu din ce in ce mai 
mult obligat la aceasta functie de catre societatea cre§tina, chiar daca nu pacatuie§te nici fata de 
legea evreiasca, nici fata de cea crcstina indura, pe baza unui antiiudaism latent, crcstcrca 
antisemitismului, ale carui accese erau intetite de lupta Bisericii §i a principilor cre§tini 
impotriva cametei” * 11 . 


Dante, Boccaccio 


In Evul Mediu camataria a stamit ura multimilor, fapt demonstrat de opera lui Dante, 
Divina Comedie, care in Infernul surprinde aceasta realitate istorica: „Dar cum zarafii altei cai 
urmeaza,/ ei Urea si-aria le urasc nespus,/ caci doar in bani nadejdile-§i asaza” (Cantul XI, vv. 
109-111). „...dar de gat vazui/ ca fiecare-avea legata-o punga,/ cu-altminteri semn si-altmintcrca 
culoare/ si cu nesat priveau la ea-ntr-o dunga” (Cantul XVII, vv. 54-57) 12 . in fine, in cantul 
XVII, versurile 43-78, au fost identificate familiile Gianfigliazzi din Florenta, imbogatita in 
Franta, Obriachi din Florenta si Scrovegni din Padova 13 , in Infem, ei nu striga, nu blesteama ca 
alti osanditi, ci, la fel ca atunci cand erau in viata, isi inchid in sine durerea, deznadejdea. 
Dincolo, in moarte, poarta o punga atamata de gat, ca dovada peremptorie a faptului ca nu au 
iubit decat banii. 

Dupa anul 1100, recursul la credite devine o forma obi§nuita de (Inantarc a activitatilor 
economice. Evreii imprumuta cu saptamana, cu dobanzi la cifire ridicate (40-60% pe an). De 
aceea, in timpul domniei lui Fudovic IX cel Sfant (1226-1270) se succeda arestarile §i 
expulzarile camatarilor, iar in anul 1269 se emite o ordonanta de expulzare impotriva lor. intre 
anii 1270 si 1315 se fac numeroase confiscari de la evrei. in anul 1306 sunt din nou expulzati, 
in pofida eforturilor de a-§i dovedi utilitatea, eficienta. Actiunea se repeta in anul 1322 14 . 

Exista marturii care contravin impresiei generale de mefienta, dispret, acte de cruzime 
indreptate asupra evreilor. De pilda, Oldenbourg, cu privire la secolul al XHI-lea, afirma ca in 
Fanguedoc „evreii, numerosi si puternici cum erau in toate marile centre comerciale, nu erau 
tinuti la distanta de viata publica de vreo prejudecata religioasa: medicii si profesorii se bucurau, 
in cetati, de stima generala, aveau §coli unde predau cursuri gratuite, uneori publice, la care 
studentii catolici nu aveau niciun inconvenient sa asiste. Se cunosc numele doctorului Abrajam 
din Beaucaire, a inteleptului Simeon §i al rabinului Jacob, la Saint-Gilles. Influenta apocrifelor 


10 Ovidiu Nicolae Grivu, op. cit., pp. 309-310, s.n. 

11 Le Goff, citat de Ovidiu Nicolae Grivu, ibidem , p. 310, s.n. 

12 Dante Alighieri, Divina Comedie. Infernul , traducere de Eta Boeriu, BPT, Ed. Minerva, Bucure§ti, 1982. 

13 Ovidiu Nicolae Grivu, op. cit, p. 310. 

14 Ibidem, p. 310. 
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iudaice §i musulmane se raspandcstc in cler si chiar in popor. Mai mult, se vad evrei printre 
consulii si magistratii unor ora§e” 15 . 

In anul 1320, mizeria saracilor de la sate, survenita din cauza foametei, a dus la izbucnirea 
unei miscari ample, insolite, numita a „pastora§ilor”. Atat taranii, cat si dezradacinatii din 
nordul Frantei s-au grupat, inaintand spre sud, catre o imbarcare imaginara spre Tara Sfanta. 
Au luat cu asalt castele si abatii, au incendiat primarii §i registre de biruri, au eliberat detinutii 
inchisorilor si, odata ajunsi in Sud, i-au atacat pe evrei. Datoriile acumulate de tarani la evrei 
(pentru hrana in perioadele de foamete sau pentru pluguri) durau de multa vreme. Jaranii 
crezusera ca fusesera anulate prin expulzarea evreilor in 1306 din ordinul regelui Filip IV cel 
Frumos (1285-1314); nu au prevazut ca fiul sau, Ludovic X (1314-1316), le va conditiona in 
mod abil intoarcerea, prin livrarea in vistieria regala a doua treimi din datoriile recuperate. 
„Pastorasii”, ajutati de populatia locala, au macelarit majoritatea evreilor din Bordeaux, apoi pe 
cei din Alpi. Fara a tine seama de ordinul regal care stipula protectia evreilor, autoritatile locale 
nu au impiedicat atacurile §i chiar, in unele cazuri, s-au alaturat razvratitilor. Considerati 
pagani, evreii aveau impotriva lor pe cei mai credinciosi dintre crcstini, caci uciderea si jefuirea 
lor erau percepute drept un lucru sfant 16 . 

intre anii 1315 §i 1364 s-a manifestat o inflatie agresiva, pentru care s-au cautat vinovatii; 
deja e un truism, o ironie tragica ce face ca evreii sa fie invinuiti §i de aceasta data. lata ca in 
secolul al XHI-lea „organisme de banca §i de credit puternice, ca Ordinul Templierilor (lichidat 
de Filip IV cel Frumos pentru a-i confisca bunurile) sau, cu un rol secundar, cum erau casele 
[de imprumut ale] evreilor, au disparut” 17 , drept care acuzele aduse evreilor erau fara acoperire 
in realitatea factuala 18 . 

Identificam, datorita lui Le Goff, „cauza majora a segregarii evreilor” in „evolutia 
economica si inchegarea lumii feudale §i a lumii urbane”; motivatia consta in faptul ca ei nu 
pot fi admisi in sistemele sociale reprezentate de vasalitate §i de comune. Astfel, Conciliul din 
Trento (1545-1563) si contrareforma reprezinta cele doua coordonate pe care mizeaza Biserica 
pentru a institui ghetoul. 

Actele de ura descrise anterior se explica mai degraba prin convingerea grotesca a 
stingerii datoriilor fata de evrei, prin expulzarea sau chiar prin uciderea lor. Doar vom aminti 
aici ura care ii va urmari, la sfarsitul secolului al Xl-lea in toata Europa, primele pogromuri (in 
jurul anului 1000), amplificate in timpul primei cruciade (1096), la Worms si Mainz. 

Alungati din Spania §i din Sicilia in anul 1492, iar din Neapole in anul 1540, evreii s-au 
indreptat spre Islamul mediteranean si spre Portugalia. In Turcia (Salonic, Brusa, Istanbul), ei 
au acumulat averi uriase incepand cu secolul al XVI-lea, ca negustori §i arendasi de impozite. 
Din Portugalia, evreii s-au indreptat spre Amsterdam §i Hamburg. „Nu incape indoiala ca ei au 
ajutat la expansiunea negustoreasca a Olandei in directia peninsulei Iberice” §i, totodata, „sunt 
[...] printre fauritorii primei maretii coloniale a Americii, mai ales in ceea ce privcstc extinderea 
culturilor de trestie §i comertul cu zahar in Brazilia si in Antile” 19 . 

La Amsterdam, marea cladire a Bursei a fost finalizata in 1631, fiind ridicata in piata 
Dam, in fata Bancii si a cladirii Oost Indische Compagnie (Compania Indiilor de Est). Evreii 


15 Ibidem , p. 311. 

16 Ibidem , p. 311. 

17 Gh. I. Bratianu, citat de Ovidiu Nicolae Grivu, ibidem. 

18 V. si Maurice Draon, Regii blestemati [Les rois maudits, 1955-1967], Editura Pentru Literature Universala, Bucuresti, 
1967. 

19 Braudel, citat de O. N. Grivu, in Din istoria $i civilizatia evreilor I, p. 315. 
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dcslasurau o activitate intensa la Bursa (in anul 1722 se perindau zilnic 4.500 de persoane, cu 
exceptia sambetei, cand evreii nu mergeau si, implicit, afluenta scadea considerabil). 

Daca evreii sefarzi au contribuit de la bun inceput la dezvoltarea negotului in Occident, 
a§chenazii din Europa centrala §i rasariteana au „evoluat” mai lent. Abia in secolul al XVII-lea 
evreii polonezi sunt numcrosi la targurile de la Leipzig, iar secolul al XVIII-lea ilustreaza 
triumful evreilor de Curte in Europa centrala, mari bancheri care finanteaza imperiul Austriei 
§i regatul Prusiei. Tot in secolul al XVIII-lea, evreii saraci din Polonia se indreapta spre 
manufacturile prusiene 20 . 

Daca incercam sa analizam comportamentul cre§tinilor fata de evrei in Evul Mediu, 
trebuie sa conchidem ca majoritatea atrocitatilor au fost consecinta faptului ca evreii erau 
camatari; lor le erau indatorati cre§tinii §i, adesea, pentru a lichida datoriile, ace§tia ii lichidau 
pe evrei. Este interesanta nuantarea pe care o aduce B. Thomas, conform careia „nu caracterul 
evreilor a determinat repartitia lor economica [bancheri, camatari...]; din contra, existenta lor 
sociala a determinat caracterul evreilor”. 

Nu toti crcslinii Evului Mediu i-au urat pe evrei. Multi i-au admirat §i i-au considerat mai 
buni decat ei. Desi opera de fictiune, ne putem raporta la literatura ca la cea mai buna dintre 
lumile posibile, ca la realitatea plenara. Astfel, Boccaccio, in povestea a Il-a din Decameronul, 
intitulata „Evreul Abraham, indemnat de Giannotto din Civigni, apuca drumul curtii papale de 
la Roma”, spune: „...caci de se duce Abraham la Roma §i vede traiul spurcat §i ticalos al 
preotimii noastre, nu numai ca nici vorba nu poate fi de incre§tinare, dar chiar crcstin sa fie, s- 
ar face iar evreu”... Iar in povestea a Ill-a, „Melchisedec evreul izbuteste sa scape dintr-o cursa”, 
spune: „Trebuie sa stii [...] ca, dupa cum prostia il nenoroce§te adesea pe om [...], tot a§a 
intelepciunea il scapa pe intelept [...]. Evreul ii dadu de bunavoie toti banii ceruti...” 21 , §i astfel 
scapa cu viata, dupa ce rezolvase problema insolubila a intaietatii celor trei religii monoteiste, 
suprapunandu-i povestea celor trei inele. 


Evreul de Curte 

„Istoricul il descopera pe evreul de Curte la sfar§itul Evului Mediu. El i§i consuma 
biografia in epoca agitata a Razboiului de Treizeci de Ani §i a Tratatului din Westfalia, dupa 
sfaramarea Sfantului Imperiu Roman in aproximativ 2000 de mici state independente, unele cu 
o intindere de numai cativa kilometri patrati. Puterea nu mai apartinea nobililor si 
ecleziasticilor. Principii si regii aveau de intretinut armate, administratiile palatelor §i curti 
stralucitoare. Pentru a supravietui, regii §i principii germani aveau nevoie de bani” 22 . 

Calitatile indispensabile ale omului de finante evreu erau „loialitatea neconditionata fata 
de rege sau principe, independent fata de nobili, Biserica §i grupurile de nevoia§i. Oamenii de 
finante evrei umpleau un vacuum; ei §tiau cum sa mobilizeze mari sume de bani §i sa puna in 
circulate marfuri din abundenta” 23 . Evreul de Curte era prototipul nu atat al bancherului 
international de la inceputul secolului al XX-lea, cat mai degraba al ministrului de finante din 
ziua de azi. Functia sa nu era numai aceea de a servi drept scf al intendentei in armata, agentul 
financiar al printului, sau de scf al monetariei, dar si aceea de a gasi noi surse de venit, de a 
negocia hnprumuturi, de a emite obligatiuni, de a inventa noi impozite. Pe scurt, evreul de Curte 


20 O. N. Grivu, op. cit., p. 317. 

21 Giovanni Boccaccio, Decameronul, vol. I, Trad, de Eta Boeriu, BPT, Ed. Minerva, Bucuresti, 1975. 

22 Lion Feuchtwanger, Evreul Suss, Trad, de Nora Galin, Ed. Tesu, Bucuresti, sine anno, Cuvdntul editorului, p. 5. 

23 Lion Feuchtwanger, op. cit., p. 6. 
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a stabilit metodele prin care il elibera pe carmuitor de dependenta sa de nobili, prin metode 
financiare modeme” 24 . 

Primul evreu de Curte, numit astfel, a fost Samuel Oppenheimer (1635-1703) din 
Heidelberg. Urmasul sau, in anii lui Leopold I, a fost Samson Wertheimer (1658-1724) din 
Worms, fost §ef-rabin al Ungariei. Lui lost Liebermann, considerat cel mai bogat om din 
Germania, nu i-a fost greu, cu cei 100.000 de taleri ai sai, sa devina evreul de Curte al Marelui 
Elector. 

Poate cel mai renumit evreu de Curte a fost Joseph Suss Oppenheimer (1692-1738). Viata 
lui pitoreasca, insolita, geniul calculelor financiare fructuoase, sfarsitul lui tragic au devenit 
subiectul unor filme, al unei nuvele de Wilhelm Hauff, al pieselor lui Paul Komfeld si Eugen 
Ortner, al romanului lui Lion Feuchtw anger. 

in romanul lui Feuchtwanger, figura lui Suss Oppenheimer devine exemplara pentru noua 
generatie, onesta §i cutezatoare, complementara cu evreii traditionali§ti, care pastreaza o doza 
mare de luciditate, de realism. Uneori, intelepciunea practica prevaleaza asupra 
problematizarilor religioase si, in mod paradoxal, nu tinerii gandesc a§a: 

„E1, Isac Landauer, vazuse nespus de multe in viata: cocioabele din ulita evreiasca, palatele 
celor putemici. Stramtoare, murdarie, persecute, incendiere, moarte, apasare, neputinta. §i, pe de 
alta parte, lux, largime, bunul plac, stapanire, maretie. Era unul dintre cei putini care cunosjtcau 
mecanismul diplomatiei, patrunsese pana in cele mai mici amanunte aparatul razboiului §i al pacii, 
al stapanirii oamenilor. Nenumaratele sale afaceri ii ascutisera simturile. Pandea raporturile dintre 
fapte §i considera cu un zambet ironic §i binevoitor constrangerile ridicole ale celor mari. §tia ca 
nu exista decat o singura realitate pe lumea asta: banii. Razboi §i pace, viata §i moarte, virtutea 
femeilor, puterea Papei, libertatile claselor sociale, puritatea «Confesiunii din Augsburg», corabiile 
pe mare, puterea de dominatie a printilor, cre§tinarea Lumii Noi, dragoste, religiozitate, I agitate, 
orgoliu, viciu §i virtute: totul se face cu bani, totul se preface in bani §i totul se exprima cu cifre. 
El, Isac Landauer, cuno§tea toate izvoarele §i avea putinta sa le indrume. Dar nu era nebun sa-§i 
strige puterea la toate raspantiile; o tinea in taina; un zambet u§or si cu inteles era tot ce amintea 
puterea lui. §i inca un lucru: poate ca rabinii §i invatatii din ulita evreiasca aveau dreptate vorbind 
despre Dumnezeu, Talmud, despre gradina Paradisului si Valea Plangerilor ca despre niste fapte 
reale §i precise; el insa nu avea timp pentm astfel de discutii si mai degraba era ispitit sa dea crezare 
unor anumiti ifancezi, care tratau asemenea chestiuni cu o ironie eleganta. In viata de toate zilele 
nu-si batea capul cu astfel de lucruri: manca orice si considera sambata o zi de lucru. Dar, in ceea 
ce priveste portul §i infati§area, tinea morti§ la traditie. Se simtea in caftan ca-n propria lui piele. 
Astfel imbracat intra in cabinetul printilor §i al imparatului. Aceasta era semnificatia mai adanca §i 
mai tainica a puterii sale. Dispretuia manu§ile §i peruca. Cei mari aveau nevoie de el a§a cum era, 
in caftan §i cu perciuni. Acesta era triumful sau” 25 . 

„Dar iata pe acest Joseph Suss Oppenheim - noua generatie. Mandru, elegant, cu pantofi 
cu agrafe §i man§ete de dantela. Cum se mai umfla in pene! Ce grosolana era noua generatie! 
Ea nu intelegea deloc puterea aleasa de a tine puterea in taina, de a o poseda fara s-o tradeze, 
nu pricepea voluptatea rara de a gusta o bucurie in tacere, pentru sine. Brelocurile si pantalonii 
de atlas, o trasura de voiaj eleganta, cu servitori la spate si toate micile semne exterioare ale 
bogatiei erau mai pretuite decat o trata a orasului Fra nk furt sau asupra bunurilor markgrafului 
de Baden, tinute la pastrare in fundul unui sipet. O generatie fara gust, fara rafinament’ ,26 . Si 
totu§i, aceasta „generatie fara gust, fara rafinament” va sti sa traiasca si sa moara in mod demn, 
rostind profesiunea de credinta a evreilor. „Odata cu el a fost ingropat nu spiritul noului 


24 Max Dimont, Evreii, Dumnezeu $i istoria, trad, de Irina Horea, Ed. Hasefer, Bucuresti, 2010, p. 276. 

25 Lion Feuchtwanger, Evreul Suss, p. 24. 

26 Lion Feuchtwanger, op. cit., p. 25. 
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capitalism, ci spiritul Evului Mediu” 27 , asa cum am incercat a-i proiecta o imagine coerenta cu 
sine. 


Pentru evrei, Evul Mediu a fost o epoca in care perioadele de lini§te erau dublate de acelea 
de prigoana. In perioadele de lini§te, evreii puteau lesne accede la cele mai inalte functii (Runes 
arata ca a existat chiar §i un papa evreu, in persoana lui Anaclet II: 1130-1138). In ciuda tezei 
lui Werner Sombart, Braudel considera ca nu evreii au „inventat” capitalismul, intrucat 
numero§i crestini practicau negotul si chiar camata alaturi de ei. Capitalismul s-a nascut din 
practica negustoreasca §i nu evreii trebuie condamnati pentru aspectele sale negative, a§a cum 
se facea in Evul Mediu 28 . 

In mod manifest, altemanta expulzare - rechemare i§i gascstc explicatia in faptul ca 
tocmai cei care-i expulzau aveau nevoie de ei, in particular de banii lor. Istoria ne arata ca atunci 
cand se negocia succesiunea la tronul imperial intre Francisc I (1515-1547) §i Carol (15lb- 
1556), decizia a apartinut ligii bancherilor pe care se sprijinea Carol, ceea ce este simptomatic 
pentru statutul evreilor, de un echilibru instabil, daca ar fi sa ll caracterizam printr-un oximoron. 
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Abstract: Hortensia Pcipadat- Bengescu is the author of the analysis of a soul, and no action in her 
novels. She discovers the female character in itself femininity heroines a unique obsen’ation field, at 
any age. For our research and author description feminine typology is also an adventure full of suspense 
and mystery. It draws attention to the permanent traits of femininity. It could be a child, a young or an 
old lady, Femininity takes shape in their descriptions that you do in novels. Feelings that they have, 
from an early age to adulthood are highlighted with a masterly art worthy style is curious. Feelings of 
love and affection offered those around sometimes unjustified, responsible and devotion to family, 
delicacy, diligence, honesty, sensitivity, on such sentiments focus is making a contrast with the need for 
tenderness, whims on characters women possess with trends toward their frivolity, of being desired by 
men, neuroses and dramatizing the suffering experienced by these statements. On the other hand, in 
relation to the woman's partner, is a complete analysis of the strengths arid weaknesses thereof, for its 
ability to self-delusion when you compare it to other men or you simply start out war against the "first 
sex". 

Keywords: age, characters, analysis, feminity, affection. 


Hortensia Papadat- Bengescu este o autoarea a analizei sufletului, si nu a actiunii in 
romanele sale. Ea descopera in personajul feminin, in insasi feminitatea eroinelor ei un camp 
de observatie inedit, la orice varsta. Pentru autoarea noastra cercetarea si descrierea tipologiei 
feminine este asetnenea unei aventuri pline de suspans si mister. 

Atrage atentia asupra trasaturilor pemianente ale feminitatii. Poate sa fie o copila, o 
tanara sau o doamna in varsta, feminitatea lor prinde contur in descrierile pe care le face in 
romane. Sentimentele pe care acestea le detin, inca de la o varsta frageda pana la maturitate 
sunt reliefate cu o arta maiastra demna de stilul scormonitor. Sentimente de dragoste si afectiune 
oferita celor din jur, uneori nejustificata, responsabiliate si devotament fata de familie, 
delicatete, harnicie, onestitate, sensibilitate, pe astfel de sentimente se pune accent facandu-se 
o antiteza cu nevoia de tandrete, cu capriciile pe care personajele feminine le poseda, cu anumite 
tendinte spre frivolitate a acestora, de a fi dorite de catre barbati, nevrozele de care sufera si 
dramatizarea situatiilor prin care tree acestea. Pe de alta parte, in relatia femeii cu partenerul, 
se face o analiza complete a calitatilor si defectelor acestuia, pentru capacitatea ei de 
autoiluzionare in momentul cand il compara cu ceilalti barbati sau cand pur si simplu porneste 
un razboi total impotriva „primului sex”. Mai ales, constientizand asupra faptului ca suferinta 
ei va ft mai profunda decat cea a „inamicului”. 

Asa cum spuneam, indiferent de varsta, personajele feminine sunt bine reprezentate. Mai 
mult de atat, autoarea ne prezinta personajele feminine la toate varstele si manifestarile 
feminitatii- un ciclu complet, de la nastere pana la moarte. Inca un aspect important si demn de 
remarcat este tema stramosilor, aceasta este prezenta in proza bengesciana. 

Realizarea portretistica a femeilor -la orice varsta- capata valente diferite, datorita 
actiunilor fata de traditie pe care acestea le indeplinesc, fata de stramosi ce difera in funtie de 
contextual socio-cultural caruia personajele feminine ii apartin, mentalitatii specific acestuia. 
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La Hortensia Papadat-Bengescu chiar apare romanul numit „RSdScini”, ce face parte din ciclul 
Hallipa, astfel sS sublinieze faptul cS personajele feminine ale autoarei neagS „rSdScinile” lor, 
datoritS trufiei si statutului pe care acestea si-1 doreau in societate. 

Ipostazele feminine sunt multiple: copila, adolescenta, femeia tanSrS, femeia la maturitate 
si femeia in varstS. O astfel de tipologie gSsim la Hortensia Papadat-Bengescu o avem ca 
personaj- copila pe Sia, din romanul „Concert din muzicS de Bach”, fata lui LicS Trubadurul si 
a bunei Lina, care incS de la nastere, ISsatS in grija altcuiva, este hrSnitS cu „o bucatS de carpS 
muiatS in lapte cu paine si zahSr”. (Bengescu, Concert). AbandonatS de Lina, copila va fi lipsitS 
de tandrete in toatS copilSria, fapt ce se cunoaste mai tarziu cand va ajunge la o relatie 
incestuoasS cu propriul tatS, iar ea nu va avea parte decat de o viatS nomadS, cSIStoare prin 
casele altora, ea se inchide in sine, se inSspreste. De mica oricum i se dezvoltS un fel de simt 
animalic, mai degrabS de femeia decat de femeie fata de tatSl ei, de Lica, ajungand si la crize 
de gelozie fata de acesta ulterior. 

Sia, numele ei Hind Anastasia, o viziteazS pe mama ei la varsta de zece ani si aici se vede 
clar relatia de instrSinare dintre cele douS, fapt dovedit ca fata nu-i va spune niciodatS mama 
Linei. Copilul Sia, despre care am fScut o analizS scurtS, reprezintS pentru Lina un motiv de 
rusine sau un motiv de platS pe care i-o pusese Lica, astfel ca Lina intreabS de copila, dar nu 
vrea sa o vadS. Nici Sia, neprimind afectiune, nu va fi capabilS sa ofere dragoste la randul ei: 
„este ursuzS, tScutS, rSutScioasS, cu mintea fSrS ganduri”. ( Bengescu, Concert). 

Pe de altS parte, Lina, mama Siei, in mod paradoxal atrage privirile cititorului asupra copilului 
altora, un copil frumos, reusit, opus propriei fiice. Coca-Aimee, a doua fiicS a Lenorei si a lui 
Doru Hallipa, este la varsta copilSriei cea mai luminoasS figurS din familia Hallipa. Lina o 
admirS si este invidioasS pe Lenora ca are cea mai frumoasS fata din Bucuresti, tocmai ca pentru 
aceste femei statutul si bogStia erau mai presus decat familia. 

Un alt personaj-copil controversat este Mika-Le, prima fata a Lenorei Hallipa, conceputS 
dupS o scurta aventurS cu un zugrav italian, ea este o fire rautacioasa, chiar perversa, nu are 
scrupule atunci cand isi doreste ceva, totul trebuie sa fie asa cum spune ea. O uraste pe sora ei 
mai mare, Elena, fiindca era frumoasa si mandra, tot ea o va face sa renunte mai tarziu la 
logodna cu printul Maxentiu. 

In romanele Hortensiei Papadat-Bengescu ne confruntam cu un statut ilegitim, nedorit, 
abandonat, dat spre adoptie chiar ( de exemplu : Sia, Mika-Le, Nory Baldovin). Despre ultimul 
personaj pomenit aflam detalii tocmai in ultimul roman din ciclu, „Radacini”. Nory, Eleonora 
Baldovin, fiica boierului Dinu din relatia cu Cornelia, fiica administratorului mosiei Garlele 
Baldovinesti, devine personaj principal, ce va vorbi de copilaria ei cu o oarecare distantare de 
parca ar dialoga cu altcineva, ceea ce sugereaza o perioada pierduta si regasita abia la 
maturitate: „ Niciodata inca, copila Norica nu se amestecase in gandurile lui Nory Baldovin, 
inainte de a se fi asezat aci, pe Izvor cu sora ei Dia Baldovin”. (Bengescu, Radacini). Amintirile 
sunt legate de tatal ei si de inmormantarea acestuia cand „fata independents pana atunci, pe 
care, acum, fire subtiri de la radacina o prindeau in plasa lor de paianjen”, isi vede si pentru 
prima oara sora vitrega, intoarsa din Elvetia. Alta sursa a frustrarilor ei de copila este conacul 
unde nu i se permitea accesul si atunci „fetita razboinica” „gonea cat o tineau picioarele pana 
la marginea curtei imprejmuita doar de un gard marunt de liliac”. ( Bengescu, Radacini). Firea 
ei rebela, nonconformists ulterior este descrisS in termeni specifici strategiei militare, se 
realizeazS un contrast intre atitudinea colericS si fragilitatea fizicS: „avea saboti, care atarnau 
greu de picioarele subtiri ca fusele si se infingeau adanc”. ( Bengescu, RSdScini) 

In trSsSturile fizice o descrie ca pe un copil nu tocmai frumos, nici mai tarziu nu devine 
vreo frumusete, „se vedea insS pe ochii ascutiti cS va fi desteaptS”. ( Bengescu, RSdScini). De 
mica reuseste sS-si ascundS ceea ce considera ea ca fund slSbiciune tipic feminine, simtind, mai 
degrabS decat constientizand, faptul cS destinul ei cere altceva decat slSbiciune, gingSsie, rSsfSt. 
Ei ii erau necesare vointa, tSria de character, curaj, iar acestea nu se potriveau cu dezmierdSrile. 
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Feminitatea ei nu tine de exterior, ci de sensibilitatea de care da dovada: suferinta la moartea 
Tranei si a Tranului, cei care au avut grija de ea in locul parintilor, grija de cate un strat de flori 
la care il trage de maneca pe mos Petru, reprosandu-i ca „era sa arunce flori bune”, melancolia 
in timpul plimbarilor cu Trana, la cimitir, „care li pare o gradina cu flori libere”, locul in care 
erau inmormantati cei doi gemeni din familia lui Baldovin, de a caror soarta se induiosase. 
Determinarea ei si capacitatea de a-si impune vointa au o prima manifestare in copilarie, in 
relatia cu mama ei, Cornelia, care, fara considerate pentru momentul inmormantarii Tranei, 
pentru a nu cheltui bani, ii leaga fetei la gat o fasie de crep negru, in semn de doliu, Copila, 
insa, insist sa fie imbracata cu sortul negru de la scoala. Aceasta este prima victorie asupra 
„conitei Cornelia”, care arata lipsa de respect pentru parinti si lipsa a simtului maternitatii. Vor 
urma multe alte victorii asupra mamei care, nascuta parca pentru a fi supusa si umilita, va indura 
aversiunea amestecata cu mila sau cu duiosie a fiicei. Caci aversiunea Norei fata de femei si 
barbati deopotriva I se datora si ei, Comeliei, pentru atitudinea egoist din copilaria fetei, nu 
numai boierului Dinu cel plin de prejudecati. 

Trecem acum la alta varsta, adolescenta. La autoarea noastra adolescenta reprezinta trasaturile 
definitorii ale feminitatii mature diferita de a exprima puritatea si tineretea vitala, ea le 
portretizeaza nu ca pe niste fiinte angelice, elevate, ci lipisite de farmec, de gratie si de caracter 
(Lenora, Sia, Mika-Le). 

In romanul „Fecioarele despletite” apare Lenora in fotografii din adolescenta si din 
tinerete: „Mini se uita inca o data la fotografia Lenorei. Isi aminti ca Lina ii spusese ca verisoara 
la 17 ani, inalta, subtire, cu un cap de inger, era un tablou. Atunci o cunoscuse Lina intai, fiindca 
Lenora locuia la Mizil, cu tatal ei divortat, si venea numai rareori la Tecuci, la mama-sa, care 
sta cu baiatul, cu acel Lica Trubadurul”. ( Bengescu, Fecioarele) Din fotografii, Lina „era o fata 
putintica, negricioasa, uratica si amarata de pe atunci. Lina nu fusese frumoasa nici la tinerete”. 
(Bengescu, Fecioarele) 

Pe de alta parte, Sia, fata Linei si a lui Lica, fund adolescenta ajunge la sentimente 
putemice de pasiune feminina si are o admiratie stranie fata de cel care i-a dat viata. Anton 
Holban spunea: „Ea e un bloc inform, un monstru fara contur, pastrand amprenta haosului.. 
Sia se leaga de tatal ei in ciuda faptului ca acesta nu avea grija de ea. in „Concert din muzica 
de Bach” gasim un portret al ei la adolecenta: Sia, cu parul mai castaniu, strans intr-un conci 
mare la ceafa, cu fata lata, cu obrajii grasi plini de o pasta fara culoare caci, daca recreatiile le 
avusese in plin aer, apoi restul timpului stase inchisa prin locuinte insalubre pana cand sa ajunga 
in casa Riminilor. Sia avea ochi negri, mici, dar nu vioi ca ai lui Lica, gura lasata putin in jos la 
colturi ca pentru o sila permanenta. inalta cat si el, trunchioasa, oabla, de la umeri la solduri, cu 
maini si picioare mari de care se jena, nici nu prea tanara, desi avea numai 19 ani”. ( Bengescu, 
Concert). 

in cazul adolescentei Mika-Le, soiul rau se face simtit la fiecare aparitie si doar 
slabiciunea printului Maxentiu si parsivenia ei pot face ce acesta sa prefere avansurile unei 
,jigarate, cu un breton lasat pe ochii galbeni, vestiti pentru enigma lor suspecta”, frumusetii 
statuare a Elenei. Acest portret fizic al Mikai-Le este graitor pentru firea ascunsa, calculate a 
acesteia. Mama ei, Lenora, se simte vinovata de aparitia ei in familie, iar suferinta cauzata de 
Mika-Le Elenei, sora ei vitrega, este una dintre cauzele depresiei si, ulterior, a agravarii starii 
generale a Lenorei. Mika-Le este viciul absolut care ataca familia Hallipa- distruge relatiile 
celor care tin unii la altii. Maxentiu si-o aminteste astfel: „fetita aceea perverse, sora fostei lui 
logodnice, care fusese pricina rupturii casatoriei. Ii placu raul pe care il pricinuise surorii ei, 
numai din vitiu sufletesc, fara amor pentru el”. ( Bengescu, Concert). Ca dovada, in ultimul 
roman din ciclu, in „Radacini”, Mika-Le este un exemplu abdominabil de viciu si predilectie 
catre incest ( dupa ce scapa de o sarcina nedorita si o combinatie cu un gazetar monden, se 
apuca de picture si vrea sa-1 cucereasca pe pictorul Greg, dupa ce da gres, o convinge pe Tana 
Draganescu, fata batrana care mai tine la aparentele de membra a unei familii cu o moralitate 


512 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


ireprosabilS, sS-1 oblige pe LicS Trubadurul, propriul unchi pe linie maternS, sS se cSsStoreascS 
cu ea.). 

O altS adolescenta din „Concert din muzicS de Bach” este frumoasa Coca-Aimee, fiica 
Lenorei si a lui Doru Hallipa. La aceastS varstS, fosta copilS inocentS a devenit o femeiuscS pe 
cat de frumoasa „ca un portelan de Nurenberg”, pe atat de sireatS si ipocritS. 

Mini Persu este cea care ii face portretul fizic , privind o fotografic. Firea distantS, extrem de 
controlatS a CocSi- Aimee ne sugereazS totul: Lina aduse un carton imens cu fotografia CocSi- 
Aimee. Era o adevSratS „pozS”. Coca-Aimee adolescenta avea ochii mari, probabil albastri, 
ochi de pSpusS, o gurS mica, prea mica, pSrul blond, buclat, rSsfirat scurt panS la umeri.”. ( 
Bengescu, Concert). 

In „Dmmul ascuns”, doctorul Walter o cheamS pe adolescenta Coca-Aimee de la Viena 
ca „derivat pentru neurastenia mamei”, doar cS adolescenta se dovedeste repede a fi in stare sa 
ia locul mamei intru totul. Fiind o frumusete perfects, aceasta e comparatS cu estetul doctor 
Walter cu „o pSpusS fSrS de caracter nici expresie in frumusete, dar perfects si mai ales 
deosebitS prin materialul intrebuintat de naturS- mStase, culoare, totul de prima calitate, niciun 
fel de defect de tesSturS.” ( Bengescu, Drumul) FatS de mama ei, Coca- Aimee este glacials, 
auto-idolatrS, „prea frumoasS si prea mandrS pentru a-si pleca privirea asupra simplilor 
muritori”. ( Bengescu, Drumul). Profits de toatS lumea din jur si stie sS obtinS mai mult decat 
mama ei pentru satisfacerea orgoliului de a fi admiratS pentru frumusetea ei. Alt aspect de o 
defineste este determinarea de a rSmane cu statutul pe care crede cS-1 merits, astfel cS usor, usor 
devine adolescenta-stSpanS a palatului Barodin, pentru asta obtinand toate concesiile de la 
Walter. De asemenea, Coca este precum Mika-Le, „un soi rSu”, dar cu staif. Niciuna dintre 
aceste prezente adolescentine nu are momente de etalare a feminitStii care sS nu fie rodul unui 
joc ascuns. 

UrmStoarea etapS a varstei, femeia tanSrS este vSzutS din perspectiva lui Mihai Ralea, 
referitor la romanul „Concert din muzicS de Bach”: „ femeile, afarS de figurile episodice, care 
sunt si personalitSti putemice si de relief ale romanului, sunt fete de fSinari ori de arendasi 
imbogStiti. Psihologia lor, ca a tuturor primitivilor puternici, oscileazS intre senzualitate si 
ambitie. Cerebrale, fSrS sentimentalitate, orgolioase cu rScealS , asa cum se cuvine arivistilor in 
curs de parvenire. Mai misunS in aceastS lume, ca figuri secundare, o fatS abrutizatS si cateva 
intrigante fSrS specificitate... Nu exists nici un personaj simpatic in acest roman. Atmosfera e 
inSbusitoare si deprimantS. Interesul material ( zgarcenia ori setea de castig) si cel sexual manS 
orbeste pe fiecare personaj”. 1 

Intr-adevSr asa este, si totusi, Elena DrSgSnescu- Hallipa, Mini Persu sau Nory Baldovin 
atrag simpatia cititorilor. De exemplu, Elena, tanSra frumoasS, fata cea mare a Lenorei si Doru 
Hallipa, femeia pe care fostul logodnic, printul Maxentiu o caracterizeazS: „aceea ElenS 
cuminte, care il iubise”, refuzase, demnS, cSsStoria cu el dupS escapade printului cu Mika-Le. 
Elena este pasionatS de muzicS, o bunS pianists ea insSsi, „clientS deosebitS a casei Stuart” si 
invitS in salonul casei ei din Bucuresti interpreti profesionisti, virtuozi renumiti; Elena se 
imbracS totdeauna elegant, dar corect, fSrS ostentatie, iar el „ca un fiu prin-nSscut, rSscumpSrase 
mosia vandutS de tatSl ei”. ( Bengescu, Concert). Pe Elena nu o intereseazS din punct de vedere 
material sau sexual, ci respectul pentru sot si admiratia pentru artistul Victor Marcian. 

Una din fiicele savantului Persu, Mineta, nu e deloc dezagreabilS, ci dimpotrivS, plScut- 
amuzantS. Intalnirea ei, la coafor, cu „feminista” Nory este una memorabilS, o discutie plinS de 
talcuri, cu aluzii biblice justificate de situatie, precum si talentul de a gSsi porecle adecvate 
personajelor antipatizate le fac pe cele douS sS fie extreme de simpatice. Pe de altS parte, Mini, 
personajul din „Concert din muzicS de Bach”, vede ceea ce se intamplS cu adevSrat in jurul ei. 


1 Mihai Ralea, Perspective, Editura Casei Scoalelor, 1928, pp. 74-82, apud Viola Vancea, Hortensia Papadat-Bengescu, 
interpretata de... p. 140. 
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Primul pe care il portretizeaza este doctoral Rim: „Mini credea ca recunoaste la el simptomele 
bolnavului inchipuit, ce se amageste si pe sine si pe altii”. „ I se parea ca este acolo un caz de 
constiinta. Cine stie la ce fonne suparatoare ajunge Rim facand pe bolnavul cu tot dinadinsul!” 
(Bengescu, Concert). 

Feminitatea Minettei Persu este definite prin curiozitate, o curiozitate maladiva: Ceea ce 
mai ales vroia sa intrebe pe Nory era ce crede despre Rimi si despre casa lor cea noua, despre 
viata si nepoata lor cea noua.” ( Bengescu, Fecioarele). De asemenea principala forma prin care 
feminitatea ei se manifests ar fi interesul si indiscretia de a se baga in treburile altora, 
curiozitatea ei fiind dublata de luciditate, de analizare a situatiei celorlalti: „Mini privea cu 
melancolie avera imobiliara care defda de-a lungul bulevardului pe doua randuri”. ( Bengescu, 
Fecioarele). Mai ales atunci cand observa relatiile care se desfasoara dintre sotii Rim: „Mini 
simti ca rabdarea-i oboseste fata de dispretul neobosit cu care Rim coplesea pe Lina”. ( 
Bengescu, Concert). 

Dupa cum stim, analiza Hortensiei Papadat-Bengescu se concentreaza pe suflet, „suflet 
pur”, „trap sufletesc”, o analiza a strafundului din ceea ce suntem noi facuti, astfel prin 
personajul-reflector cum ar fi Mini, dezvolta aceasta teorie, echivalentul inefabil al trapului „de 
came”, trapul tulburat ce determina dezechilibrul atat psihologic, cat si pe cel fiziologic. 
tinerele femei din romanele Hortensiei au portrete cu trasaturi mai ferme decat celelalte, care 
par mai „vii”, mai putin spiritualizate. 2 

Sia -ca tanara femeie- ne atrage atentia ca nici in aceasta etapa nu are nimic feminin, desi 
are o experienta sensorial-sexuala cu gemenii Hallipa, chiar si cu Rim. De aici, ea nu isi poate 
gasi propria identitate, nu isi cunoaste „radacinile”, este dezarticulata, nu stie sa fie feminine 
nici in gesture, nici in exprimarea verbala: „Sia raspunde monosilabic, aproape intotdeauna” si 
„nu e deloc gratioasa in repaus”. ( Bengescu, Concert) Ea va sta in casa Rimilor, iar rostul ei 
acolo pare a fi Acela de a-i tine de urat celui pe care il numeste „neamtul” sau „mosul” in functie 
de toane. Pana si la moartea ei nu se face valva, ci din contra toata lumea pare a fi usurata si 
fiecare isi vede de propria existenta. La funeralii, singural lucra spiritual este „Coralul” de 
Bach. Muzica ia locul fiintelor umane ce ar fi trebuit sa o deplanga. 

Femeia la maturitate in conceptia autoarei noastre este lipsita de gandul meditatiei si de 
gestul suprem de a renunta la sine pentra binele familiei, mai ales al copiilor. Totusi singura 
femeie care ar intruni calitati de mama si sotie iubitoare in aceeasi masura este Eftodia, mama 
Diei Baldovin, un personaj absent, amintita de catre Nory in romanul „Radacini”. Sentimentul 
catre meditatie profunda exista, dar nu la femeile mature si cu familie, il gasim la Elena 
Draganescu, la Nory sau la Dia Baldovin. Buna Lina este o femeie frustrate, nefericita, nu se 
va ierta niciodata pentra pacatul capital pe care 1-a desavarsit cu Lica Trabadural, varal ei, 
avand-o pe Sia. Dupa ce o naste, o abandoneaza. Pacatul o va urmari toata viata, orice va face 
pentra ceilalti, buna Lina plateste pentra incapacitatea de a lua decizii pentra propriul destin si 
pentra propriul copil. Lenora, personajul care apare in „Fecioarele despletite”, in „Concert din 
muzica de Bach” si „Dramul ascuns”, este opusa Linei, reprezinta frumosul, eleganta si 
senzualitate, in opinia lui Eugen Lovinescu: „dupa o tinerete mediocre si cam zbuciumata la 
Mizil, castelana adorata si adoratoare de la Prandeni, languroasa dupa amoral barbatului ei.” 3 
Este personajul feminin prin care romaciera face o incursiune in lumea fiziologiei in plina 
descompunere si in acelasi timp al analizei psihologice. Ne dam seama ca boala ei, de ordin 
sufletesc are doua motive, pe de o parte moral, pe de alta parte fizic. Din punct de vedere moral, 
este macinata pe interior datorita secretului pe care il are in privinta Mikai-Le, ce intr-un final 
o va aduce in pragul mortii, iar din punct de vedere fizic, intreaga ei existenta se bazeaza pe 
instinctul sexual si pe functiile vitale. Nimic din ceea ce face ea nu se vede, totul este ascuns, 


2 Nicolae Manolescu, Area lui Noe. Eseu despre romanul romanesc , Editura Minerva, Bucuresti, 1981, pp. 23-30. 

3 George Calinescu, Hortensia Papadat-Bengescu, apud Viola Vancea, Hortensia Papadat-Bengescu, interpretata de..., 
Editura Eminescu, Bucuresti, 1976, p. 232. 
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fara lumina, in semiobscuritatea salonului de spital. Sexul, unica sursa de viata, odata disparat, 
va lasa loc descompunerii fiziologice. Pe de alta parte, fiica cea mare a familiei Hallipa este 
senina si severa in acelasi timp, spre deosebire de mama ei. Nu poate accepta un compromis, 
de aceea rape logodna cu printul Maxentiu, acesta fiind si el vinovat la randul lui ca nu a pus 
capat atitudinii echivoce a Mikai-Le. Casatoria cu Draganescu esueaza, fiindca in peisaj apare 
violonistul Marcian, iar Elena avea o pasiune pentra acesta si pentra muzica, de aici si concertul 
pe care il organizeaza la ea in salon cu toata lumea mondena din capitals. Se desparte de 
Draganescu, pleacS cu Marcian in Elvetia, dar la varsta maturitStii se dovedeste a fi o femeie a 
datoriei si se va intoarce in tarS, unde isi ingrijeste sotul bolnav si il va duce in Elvetia, evitand 
intalnirile cu Marcian, asta va dovedi o delicatete pe care Draganescu o va lua drept afectiune 
din partea acesteia. Romanul „RSdScini” o aduce din nou pe Elena in tara preluand afacerile 
familiei lui Draganescu, impreunS cu Tana, cumnata sa. Incercarea de al readuce pe Ghighi, 
copilul ei cu Draganescu la Prundeni, precum si pe Marcian de la Geneva, o va transforma in 
victima altei tragedii, sinuciderea bSiatului. In finalul romanului, Elena pSrSseste Prundenii 
pentra totdeauna si il insoteste pe Marcian in Elvetia. 

Ultima etapS de viata, la bStranete, pot sa spun ca mi-a atras atentia bStrana Tana din 
„RSdScini”. Tana DSgSnescu, sora lui DSgSnescu, caracterizatS mai mereu bolnavS si mai 
ursuzS de cand a murit fratele ei, isi canalizeazS toate fortele asupra lui Ghighi, baiatul cumnatei 
sale, iubindu-1 mai mult decat orice pe lume, ea Hind singura care il incurajeaza cu adevarat. 
Elena Draganescu are un mare respect pentra Tana, pentra sacrificiul de o viata al acesteia, o 
considera o mucenica prin taria care nu o lasa prada deznadejdii: „Mucenicia Tanei primea cu 
deopotriva resemnare si raul si binele. La moartea lui Ghighi, „printisorul tatei Tana”, cum era 
alintat baiatul, batrana sta „ doua zile in sir in casele mari, inchinandu-se la iconostasuri.” ( 
Bengescu, Radacini). Tana pare sa fie singurul personaj cu echilibra interior, o femeie celibatara 
si impacata cu Dumnezeu. 

Cu atat mai mult, romanciera noastra s-a autodepasit, ridicand bariera traditionalului catre 
modem, personajele feminine din romanele sale completeaza prin starile lor un intreg registrar 
emotional, prin reprezentarile inedite ofera cititoralui un spectacol al mintii subliniind subtil 
unele trasaturi, specifice gandirii feminine. 

Daca am analizat diferite etape ale vietii la personajele feminine, asta pentra ca autoarea 
descrie detaliat in romanele ei ceea ce inseamna o femeie, cum se comporta aceasta in societate, 
cine este si incercarile grele la care este supusa de-a lungul timpului. Din tot ce am descoperit, 
cel mai mult mi-a placut la Hortensia Papadat-Bengescu faptul ca se raporteaza la propria 
persoana atunci cand isi asteme gandurile pe foaie, iar proza analitica este de inegalat in 
literatura romana. 
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BETWEEN THE PRESENT SELF' AND THE SELF TO BE’ 


Anamaria Dobrescu (Popa) 
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Abstract: This study contains interpretations of the existential conflict in Edith Wharton’s novel The 
Age of Innocence. It is an important conflict in the book, as it includes all the others: the social, moral, 
erotic, psychological, of mentality and the in ternal conflict. It also reflects the significance of the title. 
All three main characters represent different ‘ages ’ and stages in the evolution of human conscience 
and in society. The male character is in-between two ‘(st)ages’, therefore he can be considered an 
exponential one. ‘The Journey’, 'the Gorgon’ and ‘the Light’ are archetypal symbols that lead the 
reader to a deeper level of knowledge. 

Keywords: existential conflict, conscience, stages of evolution, Wharton, The Age of Innocence 


Edith Wharton’s novel The Age of Innocence (1920) represents an important 
contribution to and a notable exploit of the 20 th century American literature. The modem 
narrative techniques mingle with a social-realistic vision in a refined style endorsed by an 
elaborated symbolical structure. The multiple layers of significance reveal a complex 
perspective on reality based on the writer’s cultural education and emancipating life 
experiences. The discourse impresses by a balanced narrative formula: the social dynamics are 
presented with an objective eye, while the characters’ destinies are designed with feminine 
intuitive subtlety; the passages of reflection and analysis give fluidity and depth, while the plot 
and the conflicts give dramatic tension and emotional implication. Due to its complexity, the 
novel offers the possibility of many critical approaches: feminist, archetypal, biographical, 
narratological, social or psychoanalytical. But whatever path it follows, it leads to the presence 
of an existential crisis revealed within the text by an existential conflict. 

An existential conflict would be between ‘ what a person is ’ and ‘ what the person feels 
(s)he is about to become between ‘the present self’ and ‘the self to be’. This situation implies 
a change, sometimes a critical one and, in this case, an existential crises. According to Richard 
K. James, “an existential crisis is a moment at which an individual questions the very 
foundations of their life: whether this life has any meaning, purpose, or value” (6). Sarri thinks 
that a crisis arises from an event that is “unpredictable and uncontrollable. The nature of the 
event changes values and priorities, and indeed changes everything.” (qtd. in James 7) From 
another point of view, “a crisis is a loss of psychological equilibrium or a state of emotional 
instability that includes elements of depression and anxiety which is caused by an external event 
with which individuals are unable to cope with at their usual level of ability.” (Kleespies, qtd. 
in James 8) An important aspect of an existential crisis is that it represents, at the same time, a 
threat to an old state of things and also an opportunity for a great change. Hence, it implies an 
evolutionary process. The conflict is even stronger when the individuals realize that they must 
always define their own lives through the choices they make. The moment is quite dramatic as 
the desires seem to tear the person apart. Consciously or unconsciously made, these choices 
generate new social and existential paradigms. 
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In this novel, the conflict affects more characters, but the male protagonist is an 
exponential one. In Newland Archer’s case, the unexpected arrival of Ellen Olenska in his social 
circle represents the event that generates an existential crisis, because her way of being and the 
strong feelings he starts having for her questions his traditional ideas about life, love, marriage 
and happiness. Newland witnesses his transformation from a man in harmony with a 
conventional life-style (social status, profession, love, engagement) into a man who desperately 
needs to break the boundaries, widen the horizons and transcend, in any aspect, the limits of his 
present existence. A travelling enthusiast, he sets off on an existential journey (27 years long!) 
in the ‘more absent than present’ presence of a fascinating woman he develops a passion for. 
The end of the book concurs with the end of what he acknowledges to be “a pilgrimage”. An 
existential conflict implies five major themes: innocence, love, marriage, journey (quest), 
knowledge, emphasized in this book by five symbols: lilies-of-the valley, yellow roses, rings, 
the road (trip), the light. 

The first step in analyzing this conflict is to determine the main coordinates of the three 
protagonists’ identities. They are more than typical characters. They are symbols of the human 
condition and of its evolution, from an ontological and social point of view: May - 
unquestionable conformity to social rules (childhood - an apparent age of innocence seen as 
ignorance or lack of experience), Newland - questionable conformity to social rules followed 
by their transformation (teen age - a turbulent age of dilemmas and personal dramas) and Ellen 
- unconformity followed by an independent solitary living (maturity - the true age of innocence 
achieved after overcoming many hardships and understanding the true moral meaning of life). 
The existential conflict is found in Newland because he represents the middle (st)age, he is in 
between two phases and the other two feminine characters represent the previous and the next 
evolutional level. 

Newland Archer is an intelligent young man from the rich American upper class of the 
late 19 th century society. At the beginning of the novel he is a 29-year-old lawyer, freshly 
engaged to Miss May Welland, a beautiful 18-year-old young lady from a very respectable and 
well-viewed family. They seem to be the perfect match for each other: they belong to the same 
class and to the same social group, with common standards and principles, therefore they share 
the same traditional moral values: dignity, family duty and solidarity, generosity, fidelity, 
integrity; she is young and innocent, but very tactful and wise, thanks to her education; he is a 
true gentleman, cultivated and refined, but more sophisticated because, being a man, he “has 
been permitted both emotional experiences (he has had a brief affair with a married woman two 
years before) and an intellectual range not available to a young woman, but nevertheless 
conditioned and relatively unquestioning” (Lively, IX). They “care” for each other greatly and 
their feelings are based on appreciation, respect and trust. Everything seems to be perfect in 
their lives, until the moment May’s cousin appears and her unconventional way of being 
questions the cornerstone of their life-style. 

The Countess Ellen Olenska is the favourite granddaughter of Mrs. Catherine Mingott, 
the Matriarch of the Mingott’s family, an old respected and rich American family, whose power 
is outrivaled and enhanced by the old woman’s personality. Ellen’s parents passed away when 
she was only a little child and she was raised by an eccentric aunt who lived mainly in Europe. 
Even as a child, she was considered “a brilliantly pretty little girl who “ought to be painted”. 
[...] She was a fearless and familiar little thing who asked disconcerting questions, made 
precocious comments, and possessed outlandish arts, such as dancing a Spanish shawl-dance 
and singing Neapolitan love-songs to a guitar” (Wharton, 66). She spent her teenage years in 
Europe and married “an immensely rich Polish nobleman of legendary fame” (Wharton, 67). 
At the beginning of the book, she had recently returned home to New York, after her marriage 
had ended in disaster, to “seek rest and oblivion among her kinsfolk” (Wharton, 67). The 
problem - one that she is not firstly aware of - is that her family shows her sympathy out of a 
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solidarity principle, when they actually feel uncomfortable with Ellen’s unconventional way of 
getting away of her marriage. The American society of the late 19 th century is ruled by very 
strict moral rules and conventions. “It was a complacent and philistine world, but one with 
inflexible standards, those of “scrupulous probity in business and private affair” as Edith 
Wharton herself described it in her memoir A Backward Glance .” (Lively, V) The idea of her 
divorce is considered to be an offence against the conventional mores and a threat to the family 
security. In the American mentality, a woman’s duty was to maintain the family unity and its 
integrity at any cost. All Ellen’s relatives try hard to convince her not to file for divorce and, as 
she is very determined, they use Newland’s influence on her and his law expertise to make her 
understand that it is in her best interest not to do it (actually, it is in theirs). She changes her 
mind and she doesn’t hide she did it because of him, but it is revealed later in the book that her 
reasons were different from those exposed to her by him. She renounced her social freedom not 
for her own benefit, but in order not to hurt her family, the family to which he was supposed to 
belong through his marriage with her cousin May. The strong affection that grows between 
Newland and Ellen along the novel is based on the similar personality they have: they are 
cultivated minds, reflective natures and sensitive souls. They both yearn for profound, authentic 
experiences (such as reading, travelling or love) that would allow them to expand their life 
horizons. The affinity between them quickly turns into attraction and finally into passion. 
Newland’s transformation becomes more visible as he is the reflector character, the one through 
whose eyes the story is told and the American society presented. According to Henry James’s 
artistic conception, the reflector has an important part in a story. “The reflector does not tell the 
story — that is the role of the narrator. He is one of the characters, but one privileged by the 
writer: he is the one who sees, and through whose eyes we see. In great novels, the reflector can 
be a powerful device to help the reader to enter the fictional world and to get nearer to the 
characters’ mental universe.’’(Goyet) The influence of Henry James’s artistic vision on 
Wharton’s work is well-known (the same as their friendship) and it is evident in the narrative 
technique of this novel. Newland’s emotional transformation is representative for the social 
change in the world around him, mentioned by other characters (Mrs. Archer) and confirmed 
by the author in the last chapter. 

The three main characters are representative human types and symbols at the same time. 
Newland, as his name suggests, is the new man that announces the dawn of a new era in 
America: cultivated, curious, open-minded, emancipated, intellectually independent, but honest 
and devoted to family and society. He doesn’t have the courage to denounce and to stand up 
against the rigid old-fashioned conventions, but he has the insight to observe them, the 
intelligence to create new cultural values and the integrity to offer a role model. “You’re the 
kind of man the country wants, Archer. If the stable’s ever to be cleaned out, men like you have 
got to lend a hand in the cleaning.” These are the words told by the Governor of New York to 
Newland one night and from then on he became involved in most of the social and cultural 
achievements of the city, as a municipal counselor and a writer in one of the reforming weeklies 
that were trying to shake the country out of its apathy. “He had been, in short, what people were 
beginning to call “a good citizen.” In New York, for many years past, every new movement, 
philanthropic, municipal or artistic, had taken account of his opinion and wanted his name.” 
(Wharton, 291) His surname, Archer, in connection with his first name, suggests that he is a 
new type of person who ‘aims’ for new life standards and values. In connection with the theme 
of love, his name reminds of Cupid, whose bow was lost unfortunately (“Cupid who had lost 
his bow and arrow but continued to take ineffectual aim”, Wharton, 195) 

On the other hand, May Welland embodies “the rigidity and implacable self- 
righteousness of the society itself - a ki nd of innocence, but a dangerous and eventually self¬ 
destructive innocence.” (Lively, VIII) She is the symbol of an age in the American history that 
is comparable to childhood, when candor is beauty, righteousness is virtuosity, but where if it 
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lacks imagination (like in May’s case), it lacks “the flower of life.” (Wharton, 291). Her name 
suggests a world based on the moral principles of Good (Well) and Bad, like in a fairytale 
world, like in the mind of a simple child. She is ‘Well’-educated in respecting the social rules 
and conventions and she is only capable of following ‘Well’-wom grooves or the two main 
human basic instincts: procreation and self-preservation. Her creativity is limited, versatile and 
devious; the moment she realizes that her husband is on the verge of leaving her for her cousin, 
she manages to attract all the family on her side and elaborates very subtle schemes to eliminate 
her elegantly but firmly. She uses the strongest argument a woman can invoke, the oldest trick 
to manipulate people: pregnancy. She makes the principles she apparently obeys to obey the 
imperatives of her ‘Well’-being. 

Ellen Olenska represents the superior spirit, capable both of understanding everything 
and sacrificing her personal happiness for a greater good. She works “like a charm” for 
Newland, like a muse which brings him enlightenment. She is like a lighthouse which shows 
him a new path to follow. The name comes from the Greek Helene , probably the feminine of 
lielenos, “the bright one” (Online Etymology Dictionary) or torch, which suggests both the idea 
of enlightenment and the one of passionate love she inspires to Newland. She is a true virtuous 
woman because she follows the rules not out of the fear of being an outcast, but out of her 
conviction, wanting not to harm the ones who helped her, not to betray the ones who trusted 
her. Her conscience raises her above the rules and gives her a dramatic beauty that comes out 
of her power of understanding everything and everybody. 

The interpretation of the existential conflict would be much more suggestive if referred 
to a concrete situation in the novel, reflected by an illustrative quote: 

“Is it your idea, then, that I should live with you as your mistress - since I can't 
be your wife?” she asked. [...] 

“I want -1 want somehow to get away with you into a world where words like 
that-categories like that-won't exist. Where we shall be simply two human 
beings who love each other, who are the whole of life to each other; and nothing 
else on earth will matter.” 

She drew a deep sigh that ended in another laugh. “Oh, my dear-where is that 
country? Have you ever been there?” she asked [...]. 

He had never heard her speak in such a tone, and he remembered the phrase she 
had used a little while before. 

“Yes, the Gorgon has dried your tears,” he said. 

“Well, she opened my eyes too; it’s a delusion to say that she blinds people. 
What she does is just the contrary-she fastens their eyelids open, so that they're 
never again in the blessed darkness. Ah, believe me, it's a miserable little 
country! “ (Wharton 247) 

The excerpt is from the XXIX th chapter of the thirty-four the book has and presents the 
second-but-last alone meeting between Newland Archer and the Countess Ellen Olenska. There 
are only seven scenes in the whole novel where the two meet alone and they are all very short, 
always interrupted by unpredictable events or reactions. Even though nothing actually happens 
between the two, the scenes are very full of tension due to the nature of their conversations, 
their looks, the reflections of the male protagonists and mostly because of the many conflicts 
that lie within the pages, more or less explicitly stated: the social, moral, psychological, 
mentality, interior, erotic and existential conflict. It is on this last one we want to dwell on in 
the following lines. 

The quote shows Newland and Ellen in his wife’s brougham, on their way to her very 
ill grandma’s house, coming from the train station where Ellen had arrived from Washington. 
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He has been very anxious to meet her and talk to her about them. He knows his life is miserable 
in her absence and he wants to have a discussion with her, hoping to find a solution for them to 
be together (in spite of the fact that they are both married and that the idea of a divorce would 
ruin many people’s lives). As there doesn’t seem to be another possible solution except to 
become his mistress, Ellen asks him that, but with a tone that startles him. His answer refers to 
the idea of eloping to an ideal world, to a ‘New-land’ free of preconceptions, where their love 
wouldn’t be a threat to the social conventions: “Where we shall be simply two human beings 
who love each other, who are the whole of life to each other” (Wharton 246). Her answer shows 
him the futility of his dream world. The tone of her voice reminds him of another time she used 
it, a tone that reflected her skepticism born out of her experience and her knowledge of life. The 
myth of the Gorgon is reinterpreted by her wit, showing its true significance: “she opened my 
eyes; it’s a delusion to say that she blinds people. What she does is just the contrary-she fastens 
their eyelids open, so that they're never again in the blessed dar kn ess” (Wharton 247). The 
theme of knowledge is tightly correlated here with the theme of love. True love opens people’s 
eyes. Paul Diel considers that the Gorgone symbolizes the deformed image of one’s self which 
paralyzes the person in order to make him/her conscious of a state of facts; but the revelation is 
possible only if the person looks in a detached, objective way, without any feeling of culpability 
or vanity (qtd. in Chevalier & Gheerbrant 105). This detached perspective over facts allows 
Ellen to see the only possible reality for them: “We’re near each other only if we stay far from 
each other. Then we can be ourselves. Otherwise, we're only Newland Archer, the husband of 
Ellen Olenska's cousin, and Ellen Olenska, the cousin of Newland Archer's wife, trying to be 
happy behind the backs of the people who trust them.” (Wharton 247). This is why they 
remained, finally, separated, for the rest of their lives. They stayed “far from each other”, 
literally and symbolically. She moved on to another level of knowledge, because she was not 
paralyzed by the Gorgon’s look. Medusa symbolizes the spiritual and evolutive forces deformed 
by guilt or pride. But Ellen didn’t surrender to the promiscuous temptations risking the 
happiness of the people she loves and let these spiritual forces propel her to a superior level, far 
from “the blessed darkness”. Newland remained at the same level, being paralyzed by guilt or 
weakness. However, he found the strength to make some changes inside it, improving it. If 
Ellen becomes a victor at the consciousness level, Newland is a victor at the social level. 

The existential conflict lasts from the second chapter until the last one (the XXXIV th ). 
After 26 years of devoted family life and prolific professional experiences, Newland Archer 
sits in his library and muses about his numerous accomplishments and admits that there is only 
one thing he has missed: “the flower of life”. If life was a lottery, he missed the first prize; the 
chances have been against him. Ellen Olenska has become “the composite vision of all that he 
had missed.” (Wharton 291) What gives him comfort is that he has done his duty with dignity, 
even though marriage was a dull duty. He honors his own past and also mourns for it. The 
existential conflict is still there but very feeble. Newland seems to be at peace with himself but 
he is only resigned. Suddenly, the phone rings and a surprising opportunity to visit Paris (the 
city where Ellen lives) comes up. His elder son, Dallas, insists on spending their last holiday 
together as father and son, before his wedding. On their way to Ellen’s house, Dallas reveals to 
him the fact that her mother told him on her deathbed about Newland’s feelings for Ellen and 
that she had appreciated his sacrifice and his devotion to the family. He is impressed, but even 
stronger emotions seize him when he realizes that he will see Ellen again and that there is 
nothing now to keep them apart: “It was not too late for a quiet harvest of friendship” (Wharton 
300). But the moment they arrive in front of the house, he does not feel anymore it is right to 
go in. He remains outside on a bench and gazes at the awninged balcony of her apartment. He 
thinks: “It’s more real to me here than if I went up”. He stays there until a light shines through 
the windows and a servant draws up the awnings and closes the shutters. As if it has been a 
signal, he gets up and walks back alone to his hotel. The last words of the book end the conflict 
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in an abrupt and allusive way. The awnings might symbolize that Ellen represented some kind 
of protection for him from the strong light of knowledge, which prevented him from getting 
blinded by the Gorgon’s eyes. Still, with her ‘awnings’ and ‘shutters’ closed, Newland remains 
alone into the darkness. He hasn’t had the strength to face a new reality, to give it a chance. He 
has been too afraid to become a different person or too afraid to see what he might have become, 
or maybe he was only indecisive, as always, and waited for a sign... What would have happened 
if she had appeared on the balcony and the awnings had remained drawn down? 

In conclusion, at the end of the novel, in one way or another, the existential conflict is 
solved. Even though Newland hasn’t come out a winner in the battle with the destiny, his son 
has: “he had the facility and self-confidence that came of looking at fate not as a master but as 
an equal.’’(Wharton 300) The author’s message is that there are always sacrifices to make in 
the evolution process and some generations have to pay more for the next generations to win, 
but this doesn’t make anyone less important or worthy. The book is a tribute paid to all 
generations and to all the Ages in the history of humankind. The true Age of Innocence is the 
one of rediscovering one’s self, overcoming any existential crises with love, faith and 
understanding. 
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Abstract: Pierre Michon’s writing is linked to the province, which constitutes 
the perfect frame of fiction where the imagining of childhood takes place. In 
exchange, the metropolis is configured as a foreign world for the person who 
arrives from an environment where things know a better order and the dialect 
is the language of the rural community. Once arrived in the metropolis, the 
storyteller penetrates in a basically different world. Nevertheless, the 
metropolis is the place of the « Belle Langue »fdled with emotion and energy 
- different from the dialect, which reminds of poor, provincial and ashamed 
origin, - which gives the chance to fill the blcmknesss of provincial origins. 
One can speak about the metropolis at the same time as an urban space of the 
loss of identity and the conquest of this one. 

Key-words : metropolis, province, language, writing. 


Espace et mentalites citadines 

Les croyances, les convinctions, les moeurs, les habitudes 
intellectuelles qui sont propres a une collectivite et a un groupe, fonnent 
des mentalites. D’epoque en epoque, la representation du monde et des 
choses changeait, la difference des mentalites s’elargissait et, pour 
pouvoir analyser les comportements et les habitudes humains, on a 
constitue des typlogies - l’homme de la Renaissance, l’homme 
medieval, l’homme egyptien, l’homme grec, l’homme romain, 
l’homme modeme. 

Si on se refere a la difference entre citadin et rural, il y a une enorme 
difference. Premierement, en terme de taille - petites villes ou villages 
et grandes villes. Puis, c’est la vision du monde un peu differente. Le 
citadin est pris toujours dans le rythme fou de la ville, il est presse, 
stresse. Le campagnard conserve encore les valeurs traditionnelles, il 
prend le temps de faire les choses avec plaisir et sagesse, il se consacre 
a son travail et a sa famille. 

Lorsqu’on habite en milieu rural ou tout le monde connait tout le 
monde, on noue des relations plus facilement que dans les grandes 
villes. La campagne encourage les relations interpersonnelles tandis 
que 1’existence des structures intermediares dans la ville(institutions, 
profesionnels) tend a effacer l’individu et le rapport a son lieu de vie. 

Ce qui compte pour le campagnard, c’est la preservation de la 
culture locale, du patrimoine et la valorisation du milieu naturel, tandis 
que le citadin s’oriente vers la culture universelle, la creation et le style 
contemporain. 
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Beaucoup d’ecrivains attires par le charme de la metropole se sont 
abandonnes a la tentation d’ecrire sur Tespace citadin comme diversity 
de cultures et civilisations. Chez Pierre Michon on decouvre une 
antinomie : Paris - terre des cercles et salons litteraires, de la scene 
litteraire et province - terre « sans cotes, plages ni recifs », terre 
minuscule, des absences, rendue plus profonde dans son oeuvre, par une 
duplicite. Elle transpose l’idee de l’emprisonnement dont il faut 
s’evader car c’est un lieu de memoire et Tecrivain explore la disparition 
du monde rural et celle des communautes rurales. L’oscillation entre 
espace rural et espace urbain se realise par Tutilisation des masques et 
des doublures de la figure de 1’auteur, car les personnages suivent la 
meme vascillation spatiale. 

A la maniere de ses personnages, Pierre Michon se trouve a la 
recherche de ses origines, de l’identite qu’il acquiert a travers l’ecriture. 
Les etres vivant a l’epoque d’avant la modernite eprouvent du desarroi, 
ils sont obliges de se mettre en contact avec la ville modeme. La vie 
contemporaine des metropoles arrive avec des changements pour les 
espaces environnants : fonctions politiques et commerciales, difficultes 
au niveau de logements, les moyens de transport, le chomage qu’il faut 
ameliorer et les haut couts de la vie. 

L’ecriture de Pierre Michon rend compte de la difficult^ ressentie 
par les etres nes dans ce monde rural lors du moment ou il faut 
s’arracher au milieu de leur origine, un milieu de la declination qui 
limite et condamne, et qui est en train de disparaitre. S’arracher aux 
contrees austeres, aux plateaux creusois qui traduisent le regret des etres 
d’avoir culturellement toutes portes fennees semble fuir definitivement, 
sans etre toujours une fuite benefique - Andre Dufoumeau part pour 
l’Afrique afin de depasser son statut de paysan et faire fortune, finit de 
la main des gens qu’il a pris pour des esclaves. 

L’exil n’est pas geographique, mais dans l’ecriture Dufourneau est 
1’incarnation du narrateur pour qui les mots du depart etaient une « 
Annonciation » de l’avenir : l’ecriture estun « continent plus tenebreux, 
plus aguicheur et decevant que l’Afrique » et Tecrivain est « un 
explorateur » qui explore « la memoire et les bibliotheques 
memorieuses » et qu’en revient« cousu de mots comme d’autres le sont 
d’or ». 

Lorsque Pierre Michon ecrit, il rememore une province fran^aise du 
milieu du XX s siecle avec la referentialite de cette periode-la - 
Tillettrisme et Talcoolisme : le pere Foucault, un vieil homme malade 
de cancer qui refuse, a cause de son illettrisme de 

quitter Thopital de province et aller a Paris pour qu’on le guerit et 
l’abbe Bandy, un pretre brillant qui fascinait le narrateur-enfant et qui, 
des annees plus tard, deviendra alcoolique. 

Peintre de la province rurale du passe, Pierre Michon 
Tesquisse dans un grand decalage par rapport a la province fran^aise du 
present. Generalement, la province du passe est peuplee par des 
populations stables voire immobiles que le progres de la technologie et 
de Tindustrie n’ont jamais fascinees. On y rencontre des situations ou 
la violence prime, des situations qui ont conduit les gens a une 
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surconsommation de Talcool, Tillettrisme - des cas ou les parents n’ont 
pas de possibility a payer les frais de scolarisation des enfants, ce qui 
conduit a F impossibility d’avoir une profession ou un metier avec des 
remunerations decentes, cause de la pauvrete. 

Le recit de La Grande Beune est tres interessant a cet egard car il y 
a beaucoup d’elements de la provinciality du passe : la violence 
primitive et l’empreinte des lieux descriptives. La province est marquee 
par le bourg de Castelnau, gouveme par la Beune, ou il n’y avait pas de 
gare, on y arrivait en autobus. Lorsqu’on y arrive, on se sent perdu : « 
J’y arrivai la nuit, passablement ahuri, au milieu d’un galop de pluies 
de septembre cabrees contre les phares, dans le battement de grands 
essuie-glaces ; je ne vis rien du village, la pluie etait noire » 1 . Le 
narrateur est venu travailler comme instituteur dans ce pays ou « les 
renards passent dans les reves, et au coeur du brouillard des poissons 
qu’on ne voit pas sautent hors de l’eau, y retombent avec un bruit mat, 
au fin fond de la Dordogne c’est-a-dire nulle part, en Valachie » 2 . Dans 
la pente vers la Grande Beune, apres la pluie, le soleil a fait son 
apparition, le ciel s’ouvrait et les « arbres blonds » jaillissaient. Le soir, 
le soleil se couchait au-dela de la riviere, les nuages s’inclinaient « 
comme des servantes », 1’amour « fardait », « parait » et « denudait » 
les etoiles. 

La route des Martres qu’Yvonne prenait a pied tres souvent avait 
de grands pres, des noyers obscurs, des bois traverses de sentiers qui 
conduissaient a des hameaux. La Beune coulait dans son trou, aux eaux 
« sales » sous un ciel « sale » ou des poissons invisibles generaient. 

Parmi les noyers apparait le village « valaque, perigourdin », l’ecole 
du temps de Jules ou se reposait l’armement, « la panoplie de vieux 
homines qui avaient eu du desir dans les bois » 3 . L’eglise se trouve un 
peu plus bas et puis, c’est « l’auberge eternelle ». 


Sous les lieux Font-de-Gaume, Lascaux, La Ferrassie et Sous- 
Grand-Lac, des eaux qui font des trous dans le calcaire, coulent. Au- 
dessus des trous, des rennes transhumerent, ils montaient au printemps 
vers Auvergne « la tete mome de Fun appuyee sur la croupe de l’autre 
», dans le grondement de leurs sabots, la poussiere sur F horizon. La, la 
Vezere, les deux Beunes, FAuvezere s’embrassaient. 

Le dualisme monde urbain, construit par la societe humaine, 
renvoyant a une vie urbaine, civilisee et monde naturel, sauvage, 
innocente et vierge se perpetue dans le manicheisme metropole et 
province. Pierre Michon eprouve une attitude de rejet envers la province 
qui a tarde sa formation, son premier livre a ete publie lorsqu’il avait 38 
ans. L’impuissance d’ecrire trouve la cause dans ses origines 
provinciales, son passe plein d’incertitudes et vacillations qui naissent 
l’idee de F incapacity d’ecrire. 


1 Pierre Michon, La Grande Beune, Gallimard, Paris, Collection « Folio » 1996, p.ll 

2 Ibid., p. 14. 

3 Ibid., p. 28. 
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La pesanteur du passe est devoilee maintes fois par les reactions des 
doublures du narrateur : premierement, c’est le poids de Tespace qui 
hante les personnages : « Que dire d’une enfance au Chatain ? Genoux 
ecorches, baguettes de coudre pour tromper les jours et courber les 
herbes, « habits puant la foire » et vieillots, monologues patois sous les 
ombres luxueuses, galops sur les javelles chiches, puits ; les troupeaux 
ne varient pas, les horizons persistent. L’ete [...], les tombereaux 
encalmines levent le cadran solaire de leur timon » 4 ; puis, c’est la 
pression « trop legere aux mancherons de la charrue » apcrguc chez 
Antoine Peluchet et au moment de Taveu, le pere Foucault opere un 
geste comme pour se debarrasser « d’un sac de farine », 1’image du 
poids d’etre illettre. Ce poids de l’illettrisme devient de la honte qui 
trouble a la fois pere Foucault et le narrateur, mais d’une maniere 
differente : le narrateur avait honte de ne rien declarer, publier et 1’autre 
avait honte de sa declaration publique, mais dans peu de temps, le 
cancer a la gorge l’empecherait a affirmer l’aveu. 

Dans la ville provinciale de Clermont-Ferrand, la place aux 
reverberes s’allongeant vers les « etoiles de hautes brassees de feuilles 
de tilleul » est l’espace avec les avenues illuminees. L’hopital de 
province est le lieu ou le narrateur arrive lors d’une altercation dans la 
Brasserie et ou il vit dans « la lettre imparfaite » des moments affreux, 
car il n’ecrivait guere. 

« La perfection de la mort » l’horrifiait et il avouait que le pere 
Foucault qu’il rencontrait dans l’hopital, etait « plus ecrivain » que lui. 
L’hopital de province est presente en opposition avec celui de Paris. Le 
narrateur se trouvait dans une salle commune qui donnait sur la cour 
interieure avec des tilleuls, « ces arbres savoureux [...] aimes des 
abeilles » dont le puissant murmure [...] semblait la voix meme de 
l’arbre, son aura de massive gloire » 5 . Sur la meme cour ouvrait la 
morgue ou parfois « sous un drap une forme couchee » etait portee par 
les brancardiers. 

L’hopital de province ou l’appareillage technique etait 
modeste est prefere par le pere Foucault au detriment de l’hopital de la 
capitale car les hopitaux parisiens etaient « splendides comme des 
palais », « des parlements [ou] les medecins [etaient] de plus savants 
aux yeux des savants » de la province. 

La ville de province ou il etait a l’hopital et le village ou il etait ne, 
lui semblaient peuples « d’erudits, fins connaisseurs de Fame humaine 
et usagers de sa monnaie courante, qui s’ecrit; instituteurs, 
demarcheurs de commerce, medecins, paysans meme, tous savaient, 
signaient et decidaient [...] Lui seul n’y entendait rien, ne decidait 
guere ; [...] La vie et ses glossateurs autorises lui avaient assurement 
fait bien voir qu’etre illettre, aujourd’hui, c’est en quelque fac^on une 
monstruosite, dont monstrueux est l’aveu » 6 . Accepter aller a Paris, 
signifiait pour le pere Foucault renouveler cet aveu, eprouver de la 


4 Pierre Michon, Vies minuscules, o. c., p. 40. 

5 Ibid., p. 147-148. 

6 Ibid., p. 156. 
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honte dans cette ville ou « les murs meme etaient lettres, historiques les 
ponts et incomprehensibles Tachalandage et Tenseigne des boutiques 

» 7 . 

Le pere Foucault, patient d’un hopital psychiatrique, refuse de 
suivre les indications des medecins d’aller guerir son cancer a la gorge 
dans un hopital de Paris, car il n’a que la parole pour communiquer et 
cela lui est revoquee par sa maladie : «il avait honte de son aveu public, 
lui qui n’aurait pas beaucoup a attendre pour que le cancer lui brisat 
avec les cordes vocales tout aveu de la gorge » 8 . Il repond aux medecins 
« d’un ton navre mais d’une voix si etrangement claire que toute la salle 
l’entendit: ‘ Je suis illettre ’ » 9 .C’est le doute qui tourmente le narrateur 
en ce qui concerne Paris ou, s’il allait proposer ses « immodestes et 
parcimonieux ecrits », on allait demasquer la hablerie, on voyait qu’il 
etait, en quelque fa?on « illettre ». 

Les editeurs sont compares aux « implacables » dactylographes « 
designant d’un doigt de marbre » au pere Foucault, « les blancs 
vertigineux d’un formulaire »; les editeurs et les dactylographes 
auraient deshonore tous les deux, le narrateur et le pere Foucault, avant 
de les devorer. L’hopital de La Ceylette, l’hopital psychiatrique « new- 
look », bati en campagne, « sans murailles, qui ne manquent pas de 
channe » a ete frequente par le narrateur pour la cure de sommeil et le 
traitement prevu. 

Situe a Saint-Remy-de Provence, dans la region Provence-Alpes- 
Cote d’Azur, l’hopital apparait comme le lieu des conversations, « lieu 
des paroles delirantes » ; a l’asile le monde etait un « theatre » - on ne 
sait pas qui simule ou qui est dans le vrai. Le narrateur y rencontre un 
aristocrate souffrant de senilite evolutive, Jojo et il y reconnait l’abbe 
Bandy qui officiait des messes a Arrenes, Saint-Goussaud, Mourioux et 
Lucette Scudery, personnage natif de Saint-Goussaud: « [...] nous 
etions venus tous les trois ; le jeune cure promis a l’episcopat, le gar£on 
vif plein d’avenir et l’idiote sans lendemain ; l’avenir etait la et le 
present nous reunissait, egaux ou bien peu s’en fallait » 10 . 

L’hopital de La Ceylette etait situe a quelques kilometres de Saint- 
Remy, le chemin sinuait parmi les chataigniers sur la pente d’un mont 
ou trois bouquets d’arbres formaient un « triple sommet », au moins 
illusoirement. Il y avait sur la route un panneau qui annoncait la 
presence d’un « gibier fictif, fossile ou divinise ». L’asile est ce monde 
des fous dont le narrateur etait le spectateur, ou il ya avait le cabinet du 
docteur C. aux immenses fenetres, d’ou on apercevait des forets, aux 
murs il y avait des portraits de poetes morts et une carte de File 
Mysterieuse de Jules Verne. 

La terre apparait comme denaturee, comme un « desert », comme 
quelque chose c’etait passe la : «la confusion des especes », «les arbres 
n’avaient plus de nom, plus de nom les oiseaux », tout cela provoquait 


1 Ibid., p. 157. 
8 Ibid., p. 159. 


9 Ibid., p. 157. 

10 Ibid., p. 192. 
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de la stupefaction. De l’asile, c’etait Thomas, le pyromane qui « s’en 
prenait aux arbres ». 

Depourvu de la Grace de l’Ecrit, le narrateur fuyait a Annency car 
on disait que c’etait une « ville facile, propre aux effusions romantiques 
» et aux sports de neige. 

Non-lieu : la gare 

Le sous-chapitre poursuit ces espaces de l’anonymat qui resoivent 
des gens plus nombreux chaque jour, les non-lieux qu’on n’habite pas, 
ou l’etre reste solitaire et anonyme. 

II s’agit de la gare, le non-lieu des adieux ou des aux revoirs : c’est 
a la gare ou le narrateur quittait la ville de Caen pour gagner Auxanges : 
« Je quittais Caen dans des circonstances honteuses. A la gare ou 
Claudette me laissa, nous etions Tun et Tautre accables, les mains 
fuyantes, peureusement installes dans ce qui est sans recours » n . 

Le narrateur quittait Caen et Claudette dans des situations 
honteuses : «je n’etais pas auteur certes, j’etais paresseux et un peu 
menteur; eh bien, elle s’en accommoderait, elle ferait de son mieux 
[...]. Je Tai de^ue, Claudette [...], le dernier regard qu’elle me porta, 
fut de repulsion peut-etre, de peur et de pitie meles » 12 . 

C’est toujours a la gare de Caen ou elle l’avait attendu pendant une 
nuit, ou « les trains brulants » brillaient et le soir d’ete « courait sur les 
rails eclatants » ; cette gare pleine d’ouvriers a « l’oeil brutal, aux mains 
avides et noires », de soldats ivres est envisagee comme un lieu 
perilleux pour une femme -, « beaute fraiche parmi les billets froisses 
» - en robe longue, fardee et decolletee. 

Indecis ou aller, le narrateur montait dans le train et les bifurcations 
ont decide pour lui - la destination etait Auxanges. 

Le transport ferroviaire apparait dans le recit de la Vie de Joseph 
Roulin comme un moyen porteur des lettres, des paquets, et moyen de 
commerce des arts : Roulin attendait la lettre envoyee par Tun des « 
gros trains » de St-Charles, d’ou il apprenait de la chute du peintre Van 
Gogh qui s’etait donne la mort, ayant absorbe du plomb, chose qui 
n’etonnait guere le facteur. 

« Un jour done les gros trains de Saint-Charles amenerent cette 
lettre, et tout au bout du P. L. M. elle tomba dans la sacoche. Roulin lut 
ces mots de jeune fille. [...] ‘ Monsieur Vincent s’est donne la mort 
quand il etait en pension chez nous ’[...]. Et s’etait peut-etre tot en avril 
93, quand le ciel se deploie de TEstaque a Cassis et qu’on a Tesprit firais 
comme les feuilles des platanes ; quand la journee s’annonce bien ; 
c’etait Chez Jean-Marie ou A la Demi-lune, le bistrot de la Joliette ou 
du Panier ou Ton va boire le blanc du matin. Devant son blanc il lut ces 
mots, il prit connaissance de cette chute qui ne Tetonna pas davantage 
que ne l’avait fait celle de Badinguet naguere, mais qui le peina et peut- 
etre le revolta [...] Que Vincent eut absorbe du plomb lui aussi, cela ne 
Tetonna guere » 13 . 


11 Ibid., p. 223. 

12 Ibid., p. 222-223. 

13 Pierre Michon, Vie de Joseph Roulin, Lagrasse, Editions Verdier, 1988, p. 19-20. 
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C’est dans les gares d’Arles et de Marseille ou Joseph Roulin 
travaillait comme « entreposeur », comine « gardien des entrepots du 
courrier » que les trains apportent. II etait souvent de garde aux 
expeditions, au depot de la « petite vitesse ». La, il a eu le peintre 
comme client: « il vit de Tautre cote du guichet devant lui un client. II 
n’avait pas le galurin jaune [...] il etait plus petit que les tours de 
Manhattan ; il avait un accent, qu’on ne lui connait pas, et la barbe 
rousse qu’on lui connait » 14 ; il voulait envoyer a Theodore Van Gogh, 
un paquet contenant des peintures. De ce moment-la, ils ont commence 
a parler et ils se trouvaient plaisants, « bleu de Prusse tous les deux, 
Roulin plus vaste, plus visible, plus barbu, et Tautre a ses cotes la tete 
un peu basse, retranche, attentif, avec quelque chose d’aristo dans le 
geste » 15 . 

Pour cone lure, nous avons entame une analyse de Tespace de la 
metropole aux consequences de Taccomplissement ou de la perte de 
Tidentite. 
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RADU COSASU AND THE COVERAGE OF THE NON-EVENIMENTIAL: 
OCOLUL PAmANTULUIIN 100 DESTIRI 


Kerstin Botezatu 
PhD., University of Bucharest 


Abstract .'Through his works, Radu Cosasu tried to erase the boundaries between literary genres, 
creating a new form of literarity. In ’’Around the World in 100 News”, Cosasu practices both a 
journalistic and a memorialistic style. The ordinary, everyday facts are connected to the author’s 
subjectivity; the objective reality is duplicated by an internal existence, where the alleged news become 
part of Radu Cosasu’s literary imaginarium. 


Keywords: autobiography, literarity, publicistic style, Radu Cosasu, subjectivity. 


Despre debutul sau in „Revista elevilor” (unde a fost reporter intre anii 1948-1949), 
Radu Cosasu povesteste in repetate randuri: „Eu n-am avut - de cand ma stiu - decat un singur 
vis, sa fiu, «sa ma fac» gazetar, si nu orice fel de gazetar, ci gazetar sportiv de footbal” 1 . 
Dezvaluindu-si dorinta de a face cariera ca reporter sportiv (dorinta pe care, ulterior, a realizat- 
o, insa tot ca pe un asa-zis tribut adus literaturii si literarului, in general, dupa cum observa Ion 
Ianosi: „comentariile lui sunt false cronici sportive, de-ale unui spectator la televizor si 
publicist predispus sa filosofeze despre orice-i apare in cale” 2 ), Radu Cosasu pare sa treaca 
pasiunea pentru literatura intr-un plan secund. Nimic mai fals, pentru ca el s-a dovedit a fi, mai 
tarziu, un scriitor a carui opera sterge granitele dintre genurile literare, fiind, in acelasi timp - 
si poate in aceeasi masura - poet, nuvelist, romancier, dramaturg, memorialist si jumalist 
pasionat de fotbal, hipism si belota. 

Diferenta dintre primele reportaje ale autorului, si cele din volume precum Un 
august pe un bloc de gheata (1971), Alti doi ani pe un bloc de gheata (1974) ori Ocolul 
pamantului in 100 de stiri (1974) este covarsitoare, cele doua tipuri de scrieri marcand lungul 
drum al lui Radu Cosasu de la textele aservite, ce aveau ca principale subiecte santierele patriei 
si oamenii care le populau, la cele care 1-au transformat in scriitorul de astazi. loan Holban 
observa ca „intre activitatea «tanarului-reporter-hamic-si-talentat» si aceea a scriitorului se 
stabileste o relatie de cauzalitate, fluxul continuu al evenimentelor vietii cotidiene, investigate 
de ziarist, depunand aluviunile in care prozatorul, dramaturgul si poetul vor afla materia 
scrierilor lor” 3 . Exersand aici un stil jumalistic cu puternice accente memorialistice, Radu 
Cosasu creeaza adevarate bijuterii ale genului care contureaza o „imagine a unui univers livresc 


1 Radu Cosasu, «... literatura romana mai presus de toate...», interviu in Grigore Ilisei, Portrete in timp, Editura „Junimea”, 
Iasi, 1990 , p. 73. 

2 Ion Ianosi, Secolul nostru cel de toate zilele, Editura Cartea Romaneasca, Bucuresti, 1980, p. 38. 

3 loan Holban, „Ziare autobiografice”, in Romania literara, nr. 9, 1982. 
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portabil” 4 ce va fi recuperat in toate scrierile de mai tarziu. Nu este greu de constatat ca tehnica 
de observare a realitatii si de transpunere a aesteia in literatura isi gaseste originea in volumul 
Opiniile unuipamantean (1957), Cosasu recicland acelasi tip de abordare lirico-sentimentala a 
faptului divers pe care, de aceasta data, nu il mai supune ideologiei comuniste, ci propriei 
subiectivitati. Referindu-se la proza scurta publicata in perioada respective, Cornel Moraru nota 
reorientarea acesteia inspre o „proza a faptului de aproape”, observand ca „ceea ce aparent e 
saracire de subiect si problematica, de fapt, constituie «un sensibil pas spre realitate»” 5 . Nimic 
mai adevarat in ceea ce priveste pseudo-reportajele lui Radu Cosasu (caci ele, in mod evident, 
se sustrag statutului original de „stire”, transformandu-se, prin fdtrul sensibilitatii autorului, in 
literatura): ele reusesc sa puna in relatie faptele banale din realitatea imediata cu bogatul univers 
al subiectivitatii auctoriale, dubland existenta obiectiva, a concretului, printr-una a interioritatii. 

Ingeniozitatea acestor volume consta in asumarea totala - si profund personala - a 
faptului divers, a cotidianului, care nu mai este relatat, ci marturisit, caci articolele preluate aici 
sunt, de fapt, oglindiri asumate ale subiectivitatii. Pe fimdalul unor evenimente internationale 
aparent disparate sunt plasate relatari autobiografice prin care firul epic este reconstruit, 
subiectivitatea aflandu-si punctul de plecare in firaza seaca, reportericeasca: „In fonnele oricat 
de obiectivate ale jurnalisticii, ale informatiei riguroase, avem transcrierea unei diagrame 
sufletesti de o impresionanta li deli talc a subiectivitatii” 6 . Stirile nu mai sunt doar stiri, isi pierd 
caracterul informational si se transforma in miniaturi ale imaginarului cosasian. 

Parea ca odata cu A hi doi ani pe un bloc de gheata, Radu Cosasu se va indeparta de 
publicistica in scrierile sale (formula Hind aparent epuizata), optand pentru confesiune in 
detrimentul „faptului divers”, cum deja se anunta in volumul mentionat. Referindu-se la acest 
aspect, M. Ungheanu observa ca „Un august pe un bloc de gheata e, credem, descoperirea 
eliberatoare. Alti doi ani pe un bloc e gheata - desavarsirea descoperirii. O a treia carte de 
acelasi fel nu mai pare insa posibila” 7 . Nu doar ca Radu Cosasu nu a lasat sa se epuizeze aceasta 
formula narativa ce origina in atractia sa pentru banalul vietii de zi cu zi, ci a reusit sa o 
perfectioneze si sa o transforme intr-o „marca proprie”, amestec de biografie, ziaristica si eseu. 
Acest lucru este vizibil in volumul Ocolul pamantului in 100 de stiri, care este o scriere cu si 
despre publicistica (sau, in termenii lui Valeriu Cristea, „«jocul secund» al reportajului” 8 ) in 
aceeasi masura in care este si o naratiune autobiografica. Se poate observa insa, cu usurinta, ca 
desi Radu Cosasu nu a renuntat la includerea „faptului divers” si a articolului de ziar in acest 
volum, balanta inclina preponderent in directia literarului, fie sub forma autobiografiei, fie sub 
cea a fictiunii. 

Titlul volumului - coborat direct din literatura lui Jules Veme - este justificat ca un 
omagiu adus cunoscutului scriitor francez, la implinirea a o suta de ani de la publicarea 
romanului Ocolul pamantului in 80 de zile (in 1873). Aceasta tehnica este de fapt doar un 
pretext pentru justificarea propriei viziuni, pe care o conecteaza lecturii din copilarie: „cu o 
placere nebuna amestec toate si totul in aceeasi nacela cu care plutesc peste blocurile mele de 
gheata, sperand sa ajung si eu exact la timp acolo unde trebuie sa ajung, ocolind avioanele, 
cicloanele, ispitele, insa nu si ferparele care ma ajung din urma, dar pe care le privesc drept in 
ochi” 9 . Este aceeasi viziune a reporterului-scriitor din Un august pe un bloc de gheata, care 
doreste sa cuprinda in textele sale viata asa cum este ea, adunand laolalta evenimente si stiri din 
intreaga lume si „aclimatizandu-le” la propria subiectivitate, personajul-narator actionand 


4 Petru Poanta, Scriitori contemporani. Radiografii, Editura Didactica si Pedagogica, R.A., Bucuresti, 1994, p. 102. 

5 Cornel Moraru, Semnele realului. Sectionari critice convergente, Editura Eminescu, Bucuresti, 1981, p. 148. 

6 Lucian Raicu, Criticci -forma de viata, Editura Cartea Romaneasca, Bucuresti, 1976, p. 146. 

7 M. Ungheanu, Arhipelag de semne, Editura Cartea Romaneasca, Bucuresti, 1975, p. 174. 

8 Valeriu Cristea, Domeniul criticii, Editura Cartea Romaneasca, Bucuresti, 1975, p. 310. 

9 Radu Cosasu, Ocolul pamantului in 100 de $tiri, Editura Cartea Romaneasca, Bucuresti, 1974, p. 49. 
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conform citatului decupat din Kem si lipit pe perete, permanent reminder. „Le plus beau livre, 
c’est pour moi le monde” 10 . 

In realitate insa, in ciuda caracterului pretins jurnalistic pe care il imprima textului 
inca din titlu, volumul Ocolul pamantului in 100 de stiri nu se mai aseamana decat vag cu cele 
doua scrieri anterioare: tonul cand ironic, cind patetic al reporterului este acoperit din ce in ce 
mai mult de vocea autobiografului, pentru care fiecare stire (prezentata lapidar) devine doar un 
context al confesiunii. Intersectia dintre literatura si reportaj este acum un prilej de relocare a 
umanului (asumat subiectiv) in universalitate, fiindca eul creator este interconectat la toate 
evenimentele lumii, impunandu-se ca personaj central al acestora. Insusi Radu Cosasu a gasit 
cea mai adecvata formula pentru a denumi aceasta schimbare de perspective - „ziarul 
autobiografic” - prin care non-evenimentele si faptele diverse sunt transformate in reflectari 
personale, fiind invadate de marturisiri despre tot ceea ce formeaza universul intim al 
scriitorului: familie, prieteni, colegi de generatie, filme si lecturi preferate, angoase si apostazii: 
Eu cred ca jurnalul intim si persoana intdi 
nu mai sint suficiente in arta, 
trebuie sa ajungem la ziarul autobiografic 
avand pe frontispiciu cuvintele lui Scott: 

„ Vinde-ti zilnic sufletul ”! * 11 

In afara acestei subminari intentionate a publicisticii in favoarea literaturii subiective, 
Valeriu Cristea observa si o alta intentionalitate in acest volum de false reportaje: „Mai exista 
insa, credem, o tendinta a scrisului lui Radu Cosasu, nedivulgata aceasta, poate pentru ca e inca 
si mai ambitioasa: de apropiere a reportajului de «filozofie»” 12 . Aceasta inclinatie a autorului 
spre „filozofare” era vizibila inca din primele volume de reportaje, cand fiecare stire era filtrata 
printr-o privire critica si prin comentarii moraliste, cu tente vadit eseistice. Acesta este insa, 
intr-o anumita masura, modul propriu de asumare a realitatilor imediate si de impunere a 
acestora ca fapte personale. 

Ocolul pamantului in 100 de stiri este insa, in primul rand, o carte a autodenuntului, 
in aceeasi masura in care si ciclul Supravietuiri este o scriere ce devoaleaza mecanismele 
pactului fictional. Intre cele doua diferentele par sa sa estompeze, cele mai multe dintre paginile 
cartii asa-zis publicistice putand sa isi gaseasca fara greutate locul printre paginile confesiunilor 
de mai tarziu. Aproape niciuna dintre temele predilecte abordate de Radu Cosasu in universul 
sau fictional nu lipseste din aceasta carte, semn ca dorinta autorului, de a nu exista granite intre 
ziare, fictiune, poeme si jurnal, se indeplinise. 

Cartea debuteaza in spirit pur autobiografic, printr-o intoarcere in timp, la inceputul 
anilor ’60, perioada din care naratorul recupereaza fragmente de jumal, pe care le analizeaza 
scrupulos, instaurand intre cele doua instante - utecistul pasionat de nou descoperita sa afinitate 
politica si (acum) maturul scriitor ce isi contorizeaza greselile tineretii - tonul ironic si 
reconciliant ce se cuvine folosit la pierderea iremediabila a unui ideal. Fluxul memoriei se 
opreste asupra unuia dintre momentele definitorii pentru personaj: perioada ce a urmat asumarii 
„adevarului integral si artistic”, cand fostul reporter, acum somer din cauza interdictiei de a mai 
publica in ziarele vremii, se vede nevoit sa se reorienteze, sa produca o deplasare a scriiturii 
sale dinspre tehnica publicisticii inspre cea, inca necunoscuta, a literaturii: „Luandu-mi-se 
dreptul la reportaj, mi se oferea - prin acea distinctie inca si azi in vigoare - paradisul fictiunii, 
al literaturii. Habar n-aveam cum se traieste in acel rai al inventiei, ce trebuie facut acolo, si 
nici pana azi nu voi putea sustine c-as fi invatat sa traiesc inventand, ca mi-ar place inventiile” 13 . 
Aceasta este totodata si perioada marilor compromisuri estetice, cand Cosasu publica cele mai 


10 Radu Cosasu, op. cit., p. 16. 

11 Radu Cosasu, op. cit., p. 79. 

12 Valeriu Cristea, op cit., p. 311 

13 Radu Cosasu, op. cit., p. 7. 
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„tarate” carti din punct de vedere ideologic: cartile redactate in maniera „reportajelor literare”, 
pe care singur le deconspira ca fiind rezultatul acestei fictionalizari impuse „de sus”. Pare ca se 
incearca altfel o justificare a optiunii autobiografice de mai tarziu, si, intr-adevar, se poate 
observa cu usurinta ca niciuna dintre creatiile fictionale ale lui Radu Cosasu nu s-a ridicat la 
inaltimea „cartilor sinelui”, cum am putea numi amplele sale creatii subiective. Altfel spus, in 
cazul lui Radu Cosasu, inventia literara fimctioneaza atata vreme cat ea ramane constant 
subordonata biografiei, fiind utilizata intr-o doza minima, necesara doar pentru a impiedica 
transformarea acestei literaturi de granita intr-una esential memorialistica. 

Ocolul pamantului in 100 de stiri este, alaturi de Alti doi ani pe un bloc de gheata 
(cele doua fiind publicate in acelasi ani, la o distanta de sase luni, de unde si numeroasele 
similitudini stilistce), cartea devenirii unui scriitor, Cosasu aducand la suprafata scurte 
fragmente din drumul sau inspre o literatura superioara. Este, totodata, creatia care anunta 
Logica din 1985, „cartea unor carti” 14 , cum o numea Nicolae Manolescu, a carei formula pare 
sa-si gaseasca originea in paginile acestui volum. Literatura autodenuntului, anticipate deja in 
volume anterioare precum Maimutele personate sau Un august pe un bloc de gheata , este acum 
asumata total. Intr-un rind, isi face autocritica, privind inspre scrierile sale de inceput: 
,,12/111/1960: «Energiile» mele - o carte mult prea joviala, cu platitudini de reportaj prost, doar 
doua schite bune. Am impartit-o in dreapta si in stanga, jenat interior de valoarea ei si domic 
sa nu mi se vadajena. (...) Cartea e slaba. Mai grav ca orice: evidenta ei plasare sub inteligenta 
mea. Cel mai dureros - sa produci sub inteligenta. Baza pentru ratare” 15 . In alte pagini iese la 
suprafata „martiriul” autoimpus in numele comunismului, prin refuzul de a dansa, de a iubi, de 
a avea o familie, atata timp cat toate acestea contravin socialismului. Avem de-a face cu o 
disecare transanta si dureroasa a propriului trecut, autoflagelare literara din care se naste, insa, 
revelatia. 

Nenumarate pagini sunt dedicate colegilor de generatie: Nicolae Labis, Ion Ianosi, 
Nicolae Tic, Lucian Raicu, Paul Georgescu, pe care uneori ii nominalizeaza, iar alteori ii 
ascunde sub pseudonime (tehnica de camuflaj preluata si mai tarziu, in Supravietuiri), 
personajele sale primind nume precum Esteticianul (Ianosi), Criticul (Raicu), Poetul (Labis) 
etc. Sunt reconstruite minimalist portretele de tinerete ale acestora, in tonurile melancolice ale 
rememorarii, si se contureaza sentimentul apartenentei la o generatie literara importanta - fie 
ea si „contrafacuta” sub influenta Scolii de Literatura „Mihai Eminescu”. Peste toate - regretul 
tardiv al unor timpuri transformate prea repede in trecut, si al unor angoase politice care au lasat 
urme adanci: „Ne-am maturizat, privim de sus tinerii din ziua de azi care nu mai stiu ce-i aceea 
o sedinta furtunoasa, o noapte furtunoasa, am ajuns din «tineri hamici si talentati» - oameni cu 
sentimentul ca nu mai sintem tineri si talentati, fara ingaduinti, (...) incet-incet ne intrebam ce 
facem cu realismul nostm, al omului marunt, cu obsesia noastra de a semnifica prin fiecare 
fraza, intr-o epoca a inefabilului si a abisalului” 16 . De remarcat faptul ca aceiasi oameni de litere 
care vor deveni in alte scrieri personaje mai mult sau mai putin semnificative (dupa ce vor fi 
fost trecuti printr-un proces de „fictionalizare”) sunt aici prezentati mai putin livresc, mai 
aproape de uman, mai memorialistic ; Radu Cosasu recunostea intr-un interviu acordat criticului 
Daniel Cristea-Enache ca aceasta „pudoare” biografica, constand in nevoia de a proteja 
identitatea personajelor sale 17 , s-a concretizat la insistentele uneia dintre matusile sale, 
Sanseverina, devenita si ea, intre timp, parte a universului livresc cosasian. 

La momentul aparitiei Ocolului pamantului in 100 de stiri, Radu Cosasu publicase 
deja primul volum al Supravietuirilor, unde, in afara de asumarea identitatii personajului- 
narator, deschisese calea inspre universul intim al acestuia, reprezentat de familia sa si de 


14 Nicolae Manolescu, Istoria critica a literaturii romane. 5 secole de literatura, Editura Paralela 45, Pitesti, 2008, p. 1117. 

15 Radu Coasu, op. cit., p. 9. 

16 Radu Cosasu, op. cit., p. 158. 

17 Radu Cosasu intervievat de Daniel Cristea-Enache in cadrul emisiunii TVR Cultural „Literatura de azi”, noiembrie 2010. 
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impactul pe care evenimentele politice in care fusese implicat in adolescenta (si mai tarziu) 1- 
au avut asupra relatiei cu aceasta. Daca in Supravietuiri si in alte texte este recuperata 
preponderent figura tatalui, pasajele biografice din acest volum sunt indreptate, cu o 
nedisimulata duiosie, inspre imaginea mamei, fiindca, dupa cum observa Sanda Cordos, 
„intregul edificiu narativ este, in buna masura, un topos de recuperare si de reinvestire afectiva 
a parintilor repudiati in adolescenta si tineretea tumultuoase” 18 . Mama si tatal sunt, in literatura 
lui Radu Cosasu, marile personaje absente pe care incearca sa le regaseasca prin hatisurile 
amintrior; mai toate aventurile eroului se petrec in lipsa acestora - rareori cei doi sunt efectiv 
implicati in actiune si nu doar invocati de povestitor - insa totodata fluxul amintirilor este 
racordat permanent la imaginea lor. La moartea tatalui, eroul refiiza sa participe la 
inmormantare, ca un gest de reafirmare a constiintei sale proletare si de desprindere de 
„radacinile mic-burgheze”; plecarea de acasa, la o luna dupa moartea tatalui, si mutarea in 
„caminul revolutionar” se petrece, de asemenea, in lipsa familiei. Relatia defectuoasa a 
adolescentului cu parintii sai este punctul de plecare pentru multe dintre scrierile lui Radu 
Cosasu: „Mama vine sa-mi spuna ca pleaca la cimitirul tatalui ei, daca o pot insoti, ii spun ca 
nu, de cateva ore ma chinui sa-mi explic o larama de neant, ea pleaca, detin o noua si proaspata 
remuscare din care sper sa pot dezgropa candva, ca o hiena, o firaza curata” 19 . Amintirile se 
transforma in literatura, pe masura ce distanta autoimpusa fata de familie devine din ce in ce 
mai greu de recuperat. in volumul de fata, amintirea mamei este profund corelata cu pasiunea 
pentru cinematografie a reporterului-narator, caci cronicarul de film de mai tarziu invata sa 
aprecieze sau sa dispretuiasca actori si filme urmarindu-i reactiile in fata lui Charlie Chaplin, 
Stan si Bran, Rudolph Valentino ori „Sarla Boaie”, direct influentat de pasiunea mamei pentru 
aceasa arta. hnaginile celor doua se intrepatrund pana la suprapunere, asa cum se intampla in 
aceasta declaratie, patetica si transant de sincera: „0, mama, scumpa mama; de mult simt - ca 
un talentat in ale reumatismului - ca se apropie vremea unor marturisiri decisive si penibile 
intre noi. E vremea cand fiul trebuie sa ceara socoteala parintilor lui. (...) Voi trebui sa recunosc, 
mama, ca dumneata m-ai facut cronicar de film, dumneata cu gusturile dumitale, cu lacrimile 
dumitale, cu iluziile dumitale. M-ai marcat de la 6 ani, m-ai modelat de la 7, m-ai influentat 
timp indelungat pana la 13 ani. Mi-ai dat nu numai 7 ani de acasa, ci si 7 ani de cinema 
esentiali” 20 . 

Astfel, fragmente din biografia autorului se intrepatrund cu stirile adunate din ziare, 
cu descrierile curselor de cai (hipismul fund o alta pasiune a autorului) ori cu scurte - dar 
consistente - autodenunturi politice. Peste toate se asterne o eleganta desavarsita a scriiturii, 
aglomerarea de procedee, teme si stiluri aparent disparate transformand textul intr-un carusel 
literar fascinant, ce reda, in cele din urma, chiar si fragmentar, imaginea unei nonnalitati de 
mult uitate. Mare parte a volumului Ocolul pamantului in 100 de stiri este dedicata cronicilor 
de film, preluate dintre cele pe care Radu Cosasu le publicase, incepand cu anul 1968, in revista 
Cinema (si pe care va continua sa le publice timp de mai bine de douazeci de ani, pana in 1987). 
Stilistic, intre cronicile de film si - de exempu - autobiografiile lui Radu Cosasu se pot gasi cu 
greu diferente, caci arta scriitorului si a reporetrului se imbina intr-un limbaj nou, ce le confine 
pe amandoua. Situate la polul opus fata de primele scrieri ale aceluiasi scriitor, odinioara sedus 
de utopia comunista, articolele din aceasta perioada „respira” intr-o libertate redescoperita a 
limbajului, prin care Radu Cosasu „elogia codificat stilul de viata burghez” 21 , candva reprimat. 
In aceeasi maniera sunt redactate si volumele Viata in fdmele de cinema (publicat anterior, in 
1972) si, mai tarziu, O vietuire cu Stan si Bran (1981). 


18 Sanda Cordos, „Huligan in scene de interior”, in Apostrof, nr. 12, 2002, apud. Cosasu, Radu, Supravietuirile. 1. Rama$itele 
mic-burgheze. 2. Armata mea de cavalerie, Editura Polirom, Iasi, 2011, p. 451. 

19 Radu Cosasu, op. cit., p. 81. 

20 Radu Cosasu, op. cit., p. 104-105. 

21 Alex Stefanescu, Istoria literaturii romane contemporane. 1941-2000, Editura Masina de scris, Bucuresti, 2005, p. 355. 
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In ceea ce priveste articolele de ziar, stirile sunt preluate adeseori ad-literam din 
publicatiile zilei, marcand capacitatea faptului banal de a ingloba o intreaga lume, deoarece, 
crede autorul, „absolut toti oamenii au colectia lor de poeme personale” 22 . Un stol de pasari in 
Coruna, Spania, carora le cad, inexplicabil, ciocurile, creeaza panica printre locuitori; creierul 
lui Voltaire este depus, dupa aproape doua sute de ani de „relocari”, la Teatrul de Comedie 
Franceza; un copil gaseste un sac continand doua sute douazeci de batoane de dinamita si 
construieste din ele case de papusi; Pablo Neruda moare in timp ce casa ii este devastate de 
fascisti si lista continua cu nenumarate povesti de dragoste, crime, interviuri, procese ori 
catastrofe naturale, pe care Cosasu le noteaza constiincios. Peisajul cotidian este completat de 
extrase din scrisorile trimise la redactie (probabil cea a revistei Cinema) de diversi cititori, care 
propun scenarii de fdme absurde ori lacrimogene. O stire despre litoralul romanesc pastiseaza 
schita La Mosi a lui I. L. Caragiale. Exista insa o diferenta fata de volumele anterioare: cele mai 
multe stiri sunt transformate, in maniera soresciana, in scurte poeme ale cotidianului (anticipand 
Povestile pentru a-mi imblanzi iubita, publicate si ele, initial, in „Cronicile de trei secunde”), 
transcrise sub forma unor jocuri textuale cu nuante postmodeme. Transcriem o astfel de „stire”, 
coborata direct din ferparele „blocului de gheata”: 

Directorul agentiei municipale 
de 

pompe 

funebre 

din Copenhaga. 

Lucrez in aceasta bransa de 24 de ani. 

N-am trait niciodata o asemenea situatie: 
inmormantari desfasurate doar 
in prezenta unui pastor si a salariatilor 
nostri. Avem mai mult de o suta pe an. 

Mai mult de o suta de morti, ingropati 
in singuratate, anual. In multe cazuri, 
ne transformam in detectivi, incercand 
sa regasim membrii familiei defunctului. 

Folosim mult anunturile in ziare. 

Cateodata, gasim pe cite cineva din 
anturajul mortului - sau al moartei. 

Cei mai multi dintre cei care ne raspund 
sint insa vecini, 

vechi colegi, 

tovarasi de sindicat ai celui dus. 

Recent, am ingropat un om care avea, 
totusi, 

opt frati si surori. 

Nici unul nu a venit la 
ceremo- 

nia 

fu¬ 

me 

bra. 


22 Radu Cosasu, op. cit, p. 140. 
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Dumitru Micu observa ca, in privinta acestor pseudo-reportaje, Radu Cosasu „nu lasa 
nevalorificate achizitiile de tot felul, inclusiv cele tehnico-grafice, ale avangardei: compozitiile 
suprarealiste, delirurile verbale dadaiste si altele” 23 . Reluand o parte din tehnicile utilizate deja 
in Maimutele personate (unde aglomerarea de procedee devenea suparatoare), Cosasu anunta 
in cateva pagini poeziile postmodemiste de mai tarziu. Obsesia pentru decupaj, pentru gasirea 
„stirii perfecte”, cautarea perpetua a inefabilului uman in colectia de non-evenimente il apropie 
pe Radu Cosasu de Don Quijote, un „cavaler al tristei figuri” modern, care si-a inlocuit pasiunea 
pentru romanele cavaleresti cu cea pentru ziare. Experimental, neomogen si totodata strabatut 
de o perfecta coocurenta a biografiei cu publicistica, Ocolul pamantului in 100 de stiri este o 
veritabila „tabla de materii” caragialiana, redactata in cel mai pur stil Radu Cosasu. 
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THE TIME LABYRINTH IN MIRCEA ELIADE'S SHORT-STORIES 


Mihaela-Alina Chiribau-Albu 
PhD., "Ferdinand I" National College, Bacau 


Abstract :The paper The Time Labyrinth in Mircea Eliade’s Short-stories reveals different techniques 
whereby time becomes a real labyrinth in Eliade's short-stories: the relationship amnesia-anamnesis, 
rejuvenation, the time paradox. If chronological time is an illusion, then the only certainty is the 
interiour, subjective duration, experiencing the events in a personal way. The therapy against the 
historical time, the ’’terror” upon conscience takes different shapes when evading from it through 
different techniques, such as illumination. 


Keywords: amnesia, anamnesis, rejuvenation, labyrinth, time 


Lucrarea ^Labirintul temporal in nuvelistica lui Mircea Eliade ” pune in lumina faptul 
ca scriitorul Mircea Eliade este, prin nuvelele sale, un creator de labirinturi literare, ca reflex al 
capacitatii fiintei umane de a traversa nenumarate „incercari labirintice”. Chiar daca labirintul 
nu este numit direct in textele sale fictionale, cum se intampla, de exemplu, in creatia lui Jorge 
Luis Borges, acesta se dezvaluie treptat si se constituie intr-o imagine-arhetip 1 sau intr-un 
sentiment-arhetip care inunda intregul text. Labirintul devine o structura ce organizeaza 
materialul literar si pe care cititorul o descopera pe masura ce inainteaza in lectura sau re-lectura 
creatiilor eliadesti. Lectorul isi creeaza propriul labirint mental in incercarea de a gasi cea tnai 
potrivita cale catre „centrul” operei, catre intelesul/intelesurile ce il poate/pot conduce spre 
propria centralitate: „Pe plan psihologic, labirintul concentreaza cautarea centrului spiritual, 
aceasta cautare Hind legata de rataciri si riscuri; icsirea din labirint ar reprezenta invierea 
spiritual^” 2 . 

,, Ce ne facem cu Timpul?” este obsedanta intrebare, din nuvela Tinerete fara de 
tinerete, care camufleaza si dezvaluie concomitent etema nedumerire a fiintei umane in fata 
timpului. O intrebare ce exprima ambiguitatea suprema a fiintei umane si care sugereaza ca 
timpul a devenit o masura a realizarilor si activitatilor umane in genere. Omul modern nu se 
mai salveaza pe taramuri transcendente, ci luand in stapanire timpul, organizandu-1 cat mai 
bine, convertindu-1 intr-o „lampa fermecata” in mainile sale, cu ajutorul careia poate reactiva 


1 Adrian Marino, in Henneneutica lui Mircea Eliade (Cluj-Napoca, Ed. Dacia, 1990, cap. „Cercul hermeneutic”, subcapitolul 
„Tipologia sacrului”, pp. 161—200), considera ca scriitorul este preocupat excesiv de ideea de tip, arhetip, pattern spiritual, 
toate acestea concepute drept „pennanente spirituale si ontologice”, a caror realitate este deopotriva obiectiva, previzibila si 
surprinzatoare. Scriitorul insusi a recunoscut in necesitatea de a identifica individul (istoric) cu un arhetip intoarcerea la 
filonul gandirii arhaice, populare. 

2 Gratiela Benga, Traversarea cercului - Centralitate, inipere, mit in opera lui Mircea Eliade, Timisoara, Editura Hestia, 

2006, p. 10. 
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sacrul din lume, scenarii ab initio ce constituiau tiparul vietii, dar mai ales poate lumina 
„nodurile si semnele” sub care sacrul se camufleaza in profan. 

Labirintul temporal este susfinut in nuvele eliadesti prin mai multe tehnici. Una dintre 
ele - jocul amnezie-anamneza - apare in mai multe texte. In creafia lui Mircea Eliade, 
conceptul de anamneza presupune o reactualizare a timpului primordial in diverse planuri ale 
cxistcntci umane. Anamneza proiecteaza omul in afara timpului istoric §i inseamna o 
revalorizare a timpului; ea echivaleaza cu descoperirea unui principiu transcendent in interiorul 
sinelui, iar aceasta revelafie constituie elementul central: „adevararile ultime sunt in posesia 
noastra, avem nevoie de un loc sa le revelam. Cel care se intoarce ca sa moara aeasa e in posesia 
acestui adevar unic, nevindecat“ 3 . Amnezia inseamna scufundare in uitare §i este urmata de 
anamneza, declan§ata prin gesturile sau cuvintele unui mesager. Procesul amnezie-anamneza 
simbolizeaza drumul spre centra, reintoarcerea la sine, la originile individuale si prin acestea - 
rccunoastcrca radacinilor celeste ale liintei. Majoritatea personajelor eliadesti tree printr-un soc 
amnezic care le faciliteaza intrarea in timpul universal, regasirea unui trecut anulat, amanarea 
unei experience decisive, in Tinerefe fara de tinerefe, amnezia trebuie asociata cu deta§area de 
trecut, iar albumul de familie pe care Dominic Matei, personajul principal, ll rasfoieste cu 
prilejul centenaralui joaca rolul mesagerului care ii aduce aminte de conditia viefii profane. 

Dominic „uita” pentra o vreme locurile natale, circumscrise asfel amneziei, §i intra pe 
taramul anamnezei, intr-o maniera diferita fata de personajul din basmul popular care 1-a 
inspirat pe Mircea Eliade: pe drumul de intoarcere in cazul eroului din basm care recupereaza 
varstele omenirii ce se scursesera de la intrarea lui in taramul ,,tinereti i fara batranctc“; in timpul 
evadarii de sub „teroarea istoriei“, cand personajul eliadesc, aflat in pericolul de a fi prins de 
Gestapo, recupereaza/anticipeaza singur sau cu ajutoral Veronicai treptele umanitafii pre- 
istorice sau post-istorice. 

Interesant este modul in care scriitoral gandeste jocul anamneza - amnezie in acest text. 
Anamneza este orientata atat pe axa trecutului, cat §i ca proieefie in viitor. Semnilicativ este 
faptul ca anamneza lui Dominic Matei este provocata de un fulger, in noaptea de Inviere, ceea 
ce ii confera dimensiuni mitice, deoarece presupune moarte initiatica §i resurcctic, prin analogie 
cu arhetipul christic, deci iluminare. Consccinta este clarviziunea in viitor: „principala 
caracteristica a noii umanitafi va fi structura vietii psihomentale: tot cefusese candva gandit 
sau mfdptuit de oameni, exprimat oral sau in scris, era recuperatprintr-un anumit exercfiiu de 
concentrare “ si in existenfa celorlalti: „ cred ca ghicesc ce s-a intamplat. Cand s-a dezlanfuit 
furtuna, se aflau, foarte probabil, acolo unde [...] 

Lectoralui i se ofera prilejul unui itinerar problematizant prin gandirea §i din perspectiva 
omului contemporan, prin intermediul anamnezei ce se constituie astfel intr-o hierofanie, a carei 
revelare presupune intotdeauna rccunoastcrca unor manifestari anterioare ale sacralui, Hind ea 
insa§i un proces de resureefie a memoriei mitice. 

Anamneza mitica imbraca in nuvela forma anamnezei culturale, Dominic Matei 
reactivand gradual diferite straturi ale memoriei individuale (limbile invafate in anumite 
perioade ale viefii: „se trezise caposeda limba chineza a§a cum n-o cunoscuse niciodata “) sau 
colective (devine cunoscator al limbii albaneze, de§i nu citise nici prefafa gramaticii pe care o 
avea in biblioteca). Hypermnezia este consccinta intineririi, o alta forma pe care temporalitatea 
o imbraca in nuvela, ivita dupa ce profesoral din Piatra-Neamf a fost lovit de un fulger. 

In general, intinerirea este un simbol al renastcrii, avand sensul unei morti urmata de 
reinviere sau regenerare: „intinerirea miraculoasa presupune intoarcerea la conditia paradiziaca, 
sau intuirea ie§irii din lumea infernala; reluarea unor gesturi arhetipale, cxistcnta ancorata in 
miezul vietii generale §i ignorarea timpului confera llinfei o noua viafa, total diferita de cea de 


3 Adrian Alui Gheorghe, Tinerefe fara batranefe fi sentimentul tragic al timpului, Piatra-Neam^, Editura Conta, 2004, p. 92. 
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pana atunci” 4 . Intinerirea este semnul celor care i§i pun intrebari sau al celor care gasesc 
drumul spre centru, spre paradisul pierdut: elixirul, fulgerul, meditajia sau concetrarea deschid 
calea eliberarii totale sau parti ale din corsetul cxistentci efemere. Dumitru (O fotografie veche 
de 14 ani ) declan§eaza intinerirea Theclei pentru ca, prin doctorul Martin, ii asaza imaginea 
intr-un centru, Biserica Mantuirii; traind cu regretul de a nu o fi cunoscut pe Thecla a§a cum o 
arata fotogralia, tanara, el regenereaza lumea pentru ca are acesta dorinja inradacinata in sine. 
Marina ( Incognito la Buchenwald ) intincrcstc in clipa mortii lui Ieronim. Frusinel (Les trois 
Graces ) intincrcstc timp de §ase luni datorita unui elixir, apoi in cealalta jumatate a anului este 
batrana. Vial,a ei se desfa§oara sub reflexul cxistentci adamice, cand omul detinea secretul 
regenerarii periodice §i deci al tinerejii fara batranele, dar §i sub efectele timpului istoric, 
declan§at dupa comiterea pacatului originar. 

Dominic Matei, din Tinere(e fara de finer ele, lovit de un fulger in noaptea Invierii, 
devine contemporan cu Invierea lui Christos, transcende durata profana si se plaseaza intr-un 
prezent etem. Dar el ramane totodata si in istorie, desi intincrcstc §i dobandcstc viziunea 
generala asupra acesteia, sfindand legile temporale; revenirea in temporalitatea parasita initial 
reprezinta intoarcerea acasa si in timpul individual, pentru a trai experienja morjii sale. 
Asemenea lui Fat-Frumos, din Tinerefe fara batranele §i via (a fara de moarte, personajul 
eliadesc se inalta in etemitate §i recade in durata cu toate consccintclc sale: imbatranire, 
diminuarea memoriei §i moarte. Revenit in orasul natal in anul 1968, isi regase§te starea de 
dinainte de rena§tere, din anul 1938, caci pentru prietenii sai nu trecusera decat cateva luni. 
Intreaga experienta nu dureaza decat un ciclu: de la Paste pana la Craciun, dar acest lucru nu 
este valabil decat pentru istoria lui; pentru lumea anului 1968, el imbatrancstc brusc §i moare, 
ncstiut de nimeni. 

Doina Rush susjine ca mitul liner efi fara batranele §i al viefi fara de moarte ilustreaza 
modul particular al romanilor de a-si manifesta nesupunerea fata de timp: „Tincrctca ve§nica 
simbolizeaza refuzul fiinjei de a intra sub apasarea istoriei §i de a exista intre limite; daca in 
mcntalitatile altor popoare accesul la nemurire este determinat de trecerea unor probe eroice si 
spirituale, in viziune romaneasca nu exista decat o cale: refuzul de a cobori in timpul 
fragmentar; de aceea prinjul nu vrea sa se iveasca, sa prinda Uinta in lumea profana, iar cel care 
nu vrea sa se nasca pentru a imbatrani, respinge evolujia §i mersul timpului; nu spre tinerctca 
ca stare de gratei aspira prinjul, ci spre armonia raiului” 5 . 

Virtujile mnemnotice §i existenjiale ale personajului se gliseaza pe un timp istoric 
anticipat - daca ne raportam la cadrul temporal la care se revine in finalul nuvelei (anul 1938) 
- timp in care personajul se mi§ca in diferite spajii de-a lungul Europei si participa la diferite 
dezbateri filozofice, stiinjilicc, politice, in sens larg - de natura cxistentiala. 

Majoritatea dezbaterilor, a speculajiilor sau asociajiilor care decurg din ele au ca punct 
de plecare chiar transformarea lui Dominic, problematizandu-se aspecte ale istoriei sau ale 
sistemelor de gandire din secolul al XX-lea, aluzia de subtext vizand riscul si implicapilc 
eschatologice ale unora dintre ele: electrocutarea propusa de oamenii de §tiin(a fasci§ti pentru 
a produce o mu tape radicala a speciei umane. 

Daca in basmul lui Petre Ispirescu tinerelea fara batranele f viala fara de moarte 
reprezinta un loc si nu un reper temporal, in nuvela lui Mircea Eliade, personajul poseda 
atributele nemuririi atata timp cat nu se lasa subjugat de un anumit loc, peregrinarea lui prin 
labirintul spatial echivaland cu luarea in posesie a timpului. Locul echivaleaza pentru 
personajul eliadesc cu timpul istoric, cu amnezia, uitarea si moartea. Considerat de catre prieteni 
amnezic, el revine in locul natal datorita unei epifanii: al treilea tradadr asezat simbolic in 
albumul de familie, ,, un tradafir proaspat cules, mov, a§a cum nu mai vazuse decat o singura 


4 Doina Ru§ti, Ie$irea din timpul individual in viziunea lui Mircea Eliade, in „Viata romaneasca”, Bucure§ti, 2001, iulie- 
august, nr. 7 - 8, p. 163. 

5 Ibidem. 
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data pana atunci, il intampina in mijloculpaginii. II lua in mana fericit. Nu credea ca un singur 
tradafir poate imbalsama o camera intreaga. §ovai mult timp. Apoi il a§eza langa el, pe 
marginea fotoliului §i-§i opriprivirea asupra primei fotografii. Era palida, decolorata, aburita, 
dar recunoscu fara greutate casa parinteasca din Piatra-Neam{“. Orasul natal din nuvela - 
respectiv casa parinteasca din basm - dobandeste virtuji simbolice, de axis mundi, care 
realizeaza comunicarea intre lumi, favorizand trecerea de la viata la moarte. 

Iesirea din timpul profan si intrarea in cel sacru coincide cu jocul amnezie - anamneza 
si in cazul lui Gavrilescu, eroul nuvelei La tiganci, prins intr-un labirint temporal care genereaza 
ezitarea permanenta a acestuia. Textul ilustreaza posibilitatea iesirii din timp intr-o dialectics 
sacru-profan ce ofera posibilitatea integrarii in etemitate prin tehnici de oprire a timpului in 
clipa. Recuperarea totalitatii originare, constientizarea realitatii 6 ca forma de manifestare a 
sacrului se realizeaza prin doua fonnule care dovedesc fascinatia Indiei asupra lui Mircea 
Eliade: „oprirea pe loc” si „moartea in viata”. Gavrilescu trece de-a lungul vietii prin cateva 
„incercari labirintice” care au drept scop initierea lui. Nu atinge central Jotarasem sa plecam 
in Grecia afoarte curand dupa nunta. Si atunci s-a intamplat ceva. Dar ce Dumnezeu s-a 
intamplat?” si isi rateaza existenta din multiple perspective: profesional, sentimental, moral, 
material. Ultima proba labirintica sta sub semnul „ghicitului”, adica al norocului sau intuitiei. 
Daca va „ghici tiganca”, Gavrilescu va atinge central labirintului care prefigureaza moartea 
fizica. Ajuns „la tiganci”, se opreste pe loc si devine „un mort in viata”, deoarece incearca sa 
isi asume, spiritual, libertatea - conditie sine qua non a iesirii din sfera de conditionari ce e 
sinonima cu temporalitatea. Sensul oricarei existence umane este sa iasa din irealitate §i sa 
dobandeasca realitatea, sa depa§easca eroarea sau iluzia §i sa atinga adevaral, „mantuirea”. 
Amnezia il elibereaza de profanul, banalul, imediatul, cotidianul in care a trait, iar prin 
anamneza recupereaza „varsta de aur” a vietii sale: ,Jn acea clipa se simti deodata fericit, pared 
arfi fast din nou tanar, si toata lumea ar fi fast a lui, si Hildegard arfifast de asemenea a lui”. 
Aceasta „oprire pe loc” anticipeaza participarea la realitatea ultima, absoluta, o regresiune 
dincolo de forme si o revenire la starea adamica. Cum se produce insa aceasta recuperare a 
sacrului? Printr-un joc al hazardului, al intamplarii deoarece personajul nu reuseste sa se 
descurce singur pe cararile labirintului temporal, nu „ghiceste tiganca”, deci rateaza inca o data 
atingerea centralui. Recuperarea trecutului prin anamneza si amintirea momentelor sacre ale 
vietii sale il salveaza si ii ofera un fir al Ariadnei care il conduce catre a unsprezecea usa 
(sugestie a initierii incomplete), unde se afla Hildegard (Ariadna), alaturi de care va patrande 
intr-o alta „incercare labirintica”. 

Gavrilescu traieste o drama, proprie oricarei fiinte care doreste sa-si elibereze sufletul 
inainte de moarte. Conform filosofiei indiene, aceasta drama isi are radacinile in ignoranta. „La 
tiganci” este deopotriva un loc si un timp; spatiul in care patrande Gavrilescu suspenda timpul 
pentru ca se produce sau e pe cale de a se produce revelatia sacrului (Jar a stat ceasul ”). 
Aceasta oprire a clipei indica faptul ca „la tiganci” echivaleaza cu central unui labirint 
deopotriva temporal si spatial, centra care, odata atins, permite trecerea cu usurinta dincolo. Un 
dincolo ce isi conditioneaza intrarea: cel care patrande in acest dincolo trebuie sa fi urcat macar 
cateva dintre treptele initierii - renuntarea la memorie, la trecut, la atasarea de lucrari (partiturile 
uitate la Otilia Voitinovici nu mai sunt necesare, pentru ca personajul va „urca” un alt „portativ” 
al existentei), atasarea de viata terestra in genere, concretizata narativ in setea personajului 
( „Mi-e teribil de sete, sopti”), desi fata de la intrare il avetizaze ( „vezi, sa nu beiprea multa 
cafaa”). Imposibilitatea detasarii de terestra este sugerata si de permanenta dorinta a 
personajului de a se intoarce in trecut, ratacind prin labirintul memoriei ( „Si-a adus aminte de 
ceva si s-a pierdut, s-a ratacit in trecut ”, „Acum iar se incurca si n-o sa mai stie cum sa iasa ”). 


6 Mircea Eliade, Impotrivci deznadejdii - Publicistica exilului, Bucuresti, Editura Humanitas, 1992, p. 117. 

,,Realitatea nu aparfinea «imediatului»; imediatul era «profan». lipsit de substanfa, treedtor, iluzoriu. Realitatea se afla 
«dincolo», undeva in fafa omului, fi ea se dobdndea anevoie [...]”. 
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Ratacirea in trecut il impiedica sa „ghiceasca tiganca”, sa distinga esenta de aparente, sa se 
elibereze si sa treaca pragul dincolo. 

Tehnica intineririi (regenerarii) eroilor reprezinta o particularitate a labirintului 
temporal si o trasatura a timpului sacru si in aceasta nuvela. Intinerirea este o dovada a 
reversibilitatii timpului, dar si a unei clipe de viata netraita in toata semnificatia ei. Hildegard 
parea la fel de tanara, din pricina ca dragostea ei n-a avut ragazul sa se consume, dar si pentru 
ca imaginea femeii iubite a ramas la stadiul de idealitate, pentru insusi Gavrilescu. 

O alta ipostaza a intineririi este ilustrata prin experienjele doctorului Tataru, din Les 
trois Graces. Acestea se bazeaza pe incifrarea in structura corpului §i a victii a unui sistem de 
regenerare existent in illo tempore si blocat printr-o amnezie, odata cu caderea omului in istorie. 
Proliferarea celulelor ce ar caracteriza neoplasmul ar fi fost la origine un proces de regenerare 
a corpului, a carui memorie mitica s-a pierdut. Amnezia fenomenului originar a dus la o 
proliferare excesiva §i anarhica a celulelor, medicul dorind sa creeze un ser care sa produca un 
proces de anamneza, de rememorare a instinctului prezent in orice organism. 

O alta tehnica literara prin care scriitorul dezvaluie valentele labirintului temporal o 
constituie paradoxul temporal. Gavrilescu nu traieste sentimentul ca si-a parasit de mult timp 
casa, fiind nedumerit la intoarcerea in lumea senzorialului cand descopera ca au trecut 
doisprezece ani de la plecarea lui. Ratacirea prin temporal (opt ani de la mutarea doamnei 
Voitinovici, cinci ani de la moartea lui Madame Trandafir, trei ani de punerea in circulate a 
bancnotei) evidentiaza faptul ca personajul nu a reusit sa aiba revelatia sacrului, conditie 
indispensabila trecerii dincolo. Pentru ca nu a reusit sa „ghiceasca”, este silit sa auda, sa vada 
si mai ales sa doreasca a intelege ceea ce i se intampla. Ajuns din nou in atemporalul din gradina 
tigancilor, este avertizat ca e „tarziu” si ca „nu mai e nimeni” care sa-i arate calea spre centru. 
Doar neamtoaica mai poate „juca” rolul Ariadnei, ajutandu-1 sa iasa din labirint. Intrarea in 
padure inseamna o acceptare a cxistcntci in afara timpului istorie. Pe Gavrilescu nu-1 a§teapta 
moartea care il palmuie§te la intrarea in lumea reala, cum se intampla cu prinjul din Tinere(e 
fara batranete si viata fara de moarte, ci are parte de o nunta in cer. In ordine mitica, timpul 
petrecut in bordeiul tigancilor nu reprezinta moartea propriu-zisa a personajului, ci doar o 
iniliere, o pregatire traita in preajma ei; cele trei fete evoca spajiul etemitatii din basmul amintit, 
iar proba mitica pe care trebuie s-o treaca este identificarea tigancii. Ce s-ar fi intamplat daca 
trecea aceasta proba? Ar fi dobandit dreptul la eternitate, s-ar fi eliberat din labirintul mortii. I 
se ofera lotusi a doua sansa, deoarece prin anamneza a reusit sa-si aminteasca momentul sacru 
al viefii sale, ceea ce echivaleaza cu un regressus ad utterum. 

Imaginea labirintului este corelata §i cu experientele legate de memorie. Intr-o opera 
atat de evident obsedata de relatia omului cu timpul, ratacirea intr-un timp al memoriei 
functioneaza ori ca refuz al acceptarii experientei sacre - ca in cazul lui Gavrilescu -, ori ca 
modalitate de salvare - ca in cazul lui Zaharia Farama. Omul se rataccstc in labirintul propriei 
memorii, devine prizonierul uitarii, insa are in acclasi timp libertatea de a sesiza diferentele 
dintre memorie si anamneza. Anamneza evidentiaza originarul si poate conduce la adevarurile 
transpersonale (la Ideile pure, in sensul platonician). 

Asadar, in nuvelele lui Mircea Eliade, pelegrinajul prin labirintul temporal dobandeste 
sens atunci cand este orientat spre aflarea adevarului, a intclcpciunii, a drumului spre centru. 
Iar victoria in acest labirint apartine celor care parcurg un itinerar spre cunoastere, spre 
intclcgcrc, adica spre libertatea vazuta drept centru al propriei fiinte. Este o traiectorie 
ascendenta, de la ignoranta la iluminare, de la profan la sacru, de la devenirea inconsistenta a 
vietii la certitudinea realitatii absolute. Dar, inainte de a cunoaste salvarea, omul trebuie sa 
treaca printr-o serie de „incercari labirintice” care ii testeaza personalitatea si li deschid drumul 
spre o zona superioara a cunoasterii. Despartirea de conditia profana nu reprezinta altceva decat 
o moarte urmata de renastere, in care initiatul, eliberat de Maya (iluzia realitatii obiective), 
dobandeste o perceptie diferita a timpului, privit nu ca fatalitate, ci ca o „poarta” spre sacru si 
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spre sine. Daca timpul cronologic este iluzoriu, atunci singura certitudine este durata interioara, 
subiectiva, trairea personala a evenimentelor. Terapia impotriva timpului istoric, „teroare” 
asupra constiintei, imbraca forma evadarii din el prin diferite tehnici. Eliberarea de sub tirania 
timpului se realizeaza prin constientizare si prin dobandirea unui grad de libertate: „libertatea 
inseamna inainte de toate autonomie, certitudinea ca esti bine infipt in realitate, in viata, iar nu 
in spectre sau dogme” 7 . 

Prin urmare, Mircea Eliade manifests o predilecjie deosebita pentru construcjiile 
labirintice. In toate nuvelele sale fantastice se actualizeaza simbolul labirintului, atat la nivelul 
conflictului, cat §i la nivelul construcjiei personajelor. Hierofanii, paradoxuri temporale, 
deghizari §i irecognoscibilitate, mitul paradisului §i al tinerejii vcsnice, condijia umana proto- 
§i postistorica, acestea ar fi cadrele in care se Jes narajiunilc eliade§ti unde viejuiesc personaje 
ce ilustreaza acea atitudine ontologica a „cautarii”. Tema salvarii prin povestire, prin anamneza 
fabulatorie, respectiv a invingerii efectelor timpului §i salvarea de trecerea lui implacabila, sunt 
actualizate prin construedi narative labirintice, care ratacesc personajul si, mai ales, cititorul, 
mentinand echivocul narativ. Gustul acesta este recunoscut de Mircea Eliade in Incercarea 
labirintului, atunci cand Claude-Henri Roquet ii vorbe§te despre ,,placerea sa malifioasa de a- 
I ratacipe interlocutor”, despre „ un dar aproape diaboloc de aparasi ascultatorul in mijlocul 
unorpovestiri in care nu mai este in stare sa deslu§easca adevarul de minciuna, nici stanga de 
dreapta ,, fine poate de o anumita pedagogic; nu trebuie sa i se dea cititorului o «poveste» 
cu desavarpre transparenta ” 8 . 
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As Marek Pacukiewicz wrote, "Conrad's reluctance to acknowledge the creative aspect 
of imagination is quite surprising - reminiscences, it would seem, are in themselves a certain 
string of variations on the subject of reality." 1 Reminiscences and variations on given themes 
are his predilect topics. Like Shakespeare among other Elizabethan playwrights once, Conrad 
had a certain tendency of re-creating books from borrowed elements that had somehow 
impressed him. But, as Najder and Watt remarked, he could never be accused of plagiarism. 
Even when lifting sentences and scenes, Conrad changed their character, inserted them within 
new structures. Michael John DiSanto remarked that in Almayer's Folly he rewrote parts of 
Madame Bovary, in Heart of Darkness he rewrote parts of Stevenson's The Beach of Falesa 
and of Kipling's The Man Who Would Be God, in The Secret Agent he rewrote Dickens's Bleak 
House, Nostromo has been viewed as a replica of Middlemarch, in Under Wester Eyes he 
rewrote parts of Crime and Punishment to correct Dostoevsky (whom he disliked) , 2 Victory 
was noted to contain a rewriting of parts of Maupassant's Fort Comme la Mort and Villiers de 
Saint-Adam's Axel, in "A Smile of Fortune" Conrad rewrote parts of Maupassant's Les Soeurs 
Rondoli, in The Nigger of the 'Narcissus' parts of Salammbo, in The Rover and Amy Foster 
parts of Hugo's Les Travailleurs de la Mer and An Outcast of the Islands recalls Loti's Pecheur 
d'Islande . The continuing list would take pages. According to Ford Madox Ford, Conrad 
"could suddenly produce an incident from the life of Lord Shaftesbury and work it into 
Nostromo : which was the political history of an imagined South American Republic. That was 
one of the secrets of his greatness." 3 1 will try to demonstrate through listing and analysing the 
literary influences that he underwent, how this awesome, unbelievably vast and complicated 
process took place. 

Conrad hated literary labels such as trends. He maintained that each author has an 


1 Pacukiewicz , Marek. Cultural Aspects of Joseph Conrad's Autobiography. On the Digressive Structure of Some 
Reminiscences, in Yearbook of Conrad's Studies, vol. vii, 2012, p. 69-83 

2 DiSanto, Michael John. Under Western Eyes: The Novel as Criticism, 2009 

3 Ford, Ford Madox, Thus to Revisit, 1921, p.13 
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unregimentable individuality, on which critics artificially and forecedly try to stick an 
ism' label. His exasperation with literary categorization was powerfully expressed in his essay 
on Books (1905), reclaiming " liberty of imagination" as " the most precious possession of a 
novelist" and castigating "the fettering dogmas of some romantic, realistic or naturalistic creed" 
as an "absurdity" , "a weakness of inferior minds when it is not the cunning device of those 
who, uncertain of their talent, would seek to add luster to it by the authority of a school" 4 At 
other times, he was ironically jocular about his being labelled: "But then, you see, I have been 
called romantic. Well, that can't be helped. But stay, I seem to remember that I have been called 
a realist, also. And as that charge, too, can be made out, let us try to live up to it, at whatever 
cost, for a change." 5 However, for the sake of a practical temptative classification, one can try 
to group the multiple literary influences that Comad underwent through his extremely vast 
readings, temptatively labelled as older literary influences, Romantic influences, Victorian 
influences, French influences and modernist influences. 

Conrad underwent multiple literary influences, especially French, but also Polish, 
British and American. His first contact with the English language was by means of reading, in 
a self-teaching effort, when he was twenty-one. Until then he had been speaking Polish and 
French and reading extensively in both. 

Actually, Conrad's vast and multiple literary influences, beside his philosophical 
readings, transformed the passionate reader that he was into an alembic combining various 
literary influences that his original creative genius turned into mosaic-like fictions that could 
be ascribed exclusively to none of the literary trends of the age. Conrad was aware of his 
modernity, and asserted it, while justifying his relatively late public success: "I am long in my 
development.What of that? [,..]I am modem, and I would rather recall Wagner the musician 
and Rodin the sculptor who both had to starve a little in their day." 6 

Romantic Literary Influences 


Comad was an avid reader of Polish Romantic literature. "Gustav Morf was the first to 
attempt to link him to a Polish background, an idea which, as Frederick Karl notes, has become 
increasingly influential." 7 8 In 1947 F.R.Leavis saw him as 'a cosmopolitan of French culture', 
however since the 1960s, critics have been writing about his 'double image' and 'dual identity' 
- Polish and English, and Cedric Watts (1982) defined him by the concept of 'janiformity' 
(Janus-like personality) (H2). He loved Adam Mickiewicz's poetry and prose. He actually bore 
the name of Konrad Wallenrodf Mickiewicz's hero. "For a Pole, the name Konrad symbolizes 
the anti-Russian fighter and resister" ( WN C 6). There is also another Konrad in Mickiewicz, 
in The Forefathers. Both Komads are Byronic heroes fighting for the Poles' freedom. Comad's 
personal favourite Romantic poet was Slowacki, writing in the same line as Mickiewicz. 
Conrad's "nostalgic celebration of of the civilization of his homeland; and the steady insistence 
on the patriotic values of courage, tenacity, honour, responsibility and abnegation gives 
Comad's fiction a heroic note very rare in twentieth-century literature." 9 A typical Romantic 
Polish genre originating in folk oral tradition, practiced by both Mickiewicz and Slowacki, 


4 Conrad, Joseph. Notes on Life and Letters , p.6, hereafter cited as NLL 

5 Conrad, Joseph, A Personal Record, p. 42, hereafter cited as PR 

6 Jean-Aubry Gerard (ed.), Joseph Conrad: Life and Leters, London 1927, Letter to Blackwood, 31May 1902 

7 Hervouet, Yves. The French Face of Joseph Conrad, Cambridge: Cambridge University Press, 1990, p. 1, hereafter cited as 

H. 

8 "Some Polish Literary Motifs in the Works of Joseph Conrad", Slavic and East European Journal, 10, 1966, p. 429, qtd. in 
Hervouet p. 268 

9 Watt, Ian, Conrad in the Nineteenth Century, p.7, hereafter cited as WNC 
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was "gawqcla", or "the nobleman's tale", which seems to have influenced the structure of 
Conrad's fictions:" a loose, informal narrative, told by a speaker in the manner of reminiscing. 
It is often involved and full of digressions. Little attention is paid to chronology. At first, 
seemingly unimportant details and fragmentary episodes come into the fore, then gradually a 
coherent picture emerges. By the time the speaker finishes, everything has fallen in 
place. " 10 Romanticism is the marking sign of most of the Conradian fiction of the sea and ships, 
including The Mirror of the Sea , Notes on Life and Letters , and all his nautical and exotic 
fiction. The relationships of his characters to the sea and ships, their behaviour in storms and 
under other dramatic circumstances, their ethics and passions are typically Romantic, mirroring 
Conrad's own Polish chivalric structure of mind and the influence of the great French. British 
and American Romantics. The Mirror of the Sea , with plenty of pages on the sea and ships, was 
his friend John Galsworthy's favourite among all Conradian works. 

Victor Hugo's The Toilers of the Sea is a work translated into Polish by Conrad's father, 
which influenced little Conrad in his choice of reading and later in his choice of a career at sea. 
"Since the age of five", he had been "a great reader" . By the age of ten, he had already read 
much of "Victor Hugo and other romantics", in Polish and in French. For instance, he had 
already read Gil Bias and Cervantes's Don Quixote in an abridged translation, as he mentions 
in A Personal Record (P R 42). Walter Scott's 

historical novels were among the first books that the boy Conrad avidly read either in Polish or 
in French translation. The 

challenge of English Romanticism (Wordsworth, Coleridge, Shelley) was to create in literature 
a way of attaining the kind of truth that could not be found in science. Conrad in his Preface 
states that artistic truth is "in that part of our being which is not dependent on wisdom" (meaning 
contemplation, inner truths disconnected from contingent facts), presupposing that the artist 
and the reader resonate in the perception of these truths. (WN C 79). The Poet of Lyrical Ballads 
"binds together by passion and by knowledge the vast empire of human society, as it is spread 
over the whole earth, and over all time." ( W P 396) Watt goes on to quote Conrad's Preface, 
mentioning how the artist speaks "to the latent feeling of fellowship with all creation - and to 
the subtle but invincible conviction of solidarity that knits together the loneliness of 
innumerable hearts"! W/V C 80). Conrad uses the word "solidarity", which not only denotes the 
human community bonds, but also the humans' "latent feeling of fellowship with all creation." * 11 
'Solidarity' means to Conrad a different thing from Wordsworth's sympathy binding together 
humans in permanent brotherhood and in identification with nature. Conrad speaks about "latent 
feeling of fellowship with all creation", therefore a possible but not actual fellowship. 
Moreover, Conrad speaks about the "invincible conviction of solidarity that knits together the 
loneliness of innumerable hearts". The term "invincible" sends to a threat, which makes 
solidarity temporary, existing in distress. Then, in an oxymoron, he speaks of "knitting together 
the loneliness of innumerable hearts". For a sailman, like Conrad, danger may come from 
elemental nature, which totally changes the relationship mankind's relationship to it, in 
opposition to Wordsworth's Preface. Actually, for Conrad, nature is hostile, as, for instance, the 
sea in storm scenes in "Youth", The Nigger of the Narcissus, "Typhoon", The Shadow-Line. 
The sea is a sublime but wicked force, towards which sailors' feelings are ambivalent. 
Coleridge's Rime of the Ancient Mariner speaks of death on board bringing about a dead wind 
and stopping the ship and so does Shakespeare's Pericles. There is a similar situation in The 
Nigger of the Narcissus and The Shadow-Line. The death-in-life atmosphere in the life boat in 
Lord Jim is also reminiscent of Coleridge's poem. 


10 Busza, Andrzej, "Conrad's Literary Background and Some Illustrations of the Influence of Polish Literature on His Work”, 
Antemurale, Rome, 1966, No. X, p. 208 

11 Conrad, Joseph. Preface to The Nigger of the 'Narcissus',(lS91), p. 2, Dent's Collected Edition of the Works of Joseph 
Conrad, London: Dent, 1945 
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A Romantic text announcing ecocritical views, Wordsworth's Daffodils referred to "that 
inward eye which is the bliss of solitude". Conrad's Preface to The Nigger of the 'Narcissus' 
and A Familiar Preface to A Personal Record refers to a similar seeing, with its two denotations, 
both perception and insight. In the Preface to The Nigger of the Narcissus , Conrad wrote: "My 
task which I am trying to achieve is, by the power of the written work, to make you hear, to 
make you feel - it is, before all, to make you see." 12 

Nautical fiction, as a distinct genre, was first pioneered by James Fenimore Cooper and 
Frederick Marryat at the beginning of the nineteenth century, both influential for Conrad's 
boyhood years. They were decisive in the choice of his career, as he confessed in A Personal 
Record and in Notes on Life and Letters. Enjoying a tremendous success in his time, Frederick 
Marryat, a well-known author of novels for children, caused his interest for sea journeys and 
Far East settings. Conrad analyses his works in Notes on Life and Letters:Tales of the Sea 
(1898), remarking that the sea was to him "not an element", but "a stage where was displayed 
an exhibition of valour", and that "no two of fiction influenced so many lives and gave to so 
many the initial impulse towards a glorious or a useful career." ( N L L 26) 

Andre Gide wrote about the great similarities between Conrad's and Alfred de Vigny's 
lives and frames of mind. In 1835, Vigny had published three tales under the title Servitude et 
grandeur militaire. It is precisely there that he spoke of" the sentiment of Honour, which keeps 
its vigil in us like the last lamp in a devastated temple." that Gide mentioned to Conrad. Gide , 
whose favourite among Conrad's novels was Lord Jim , quoted this line in his letter to Comad 
stating that it would be to de Vigny and "to him alone, if I were to establish your 
kinship" 13 .Conrad wrote of his father's admiration for the author of Chatterton, which Apollo 
Korzeniowski translated into Polish and to which he also wrote an eloquent preface on "the 
poet's deep humanity and his ideals of noble stoicism"(p. ix). In his later years, Conrad 
confessed himself: "if my mind took a tinge from anything, it was from French Romanticism, 
perhaps" (L L II, p 289). Jean-Aubry, like Gide, noted "several points of contact" between 
Vigny and Conrad. Both were romantics without illusions, lonely, stoic, conscious of the evil 
in the world, humankind lovers, believers in the ethics of pity. Vigny thought that man was the 
victim of fate. In The Rescue , D'Alcacer quotes Vigny: he "did not examine his heart, but some 
lines of a French poet came into his mind, to the effect that in all times those who fought with 
an unjust heaven had possessed the secret admiration and the love of men."(346) 

Victorian Literary Influences 

At the time when he published Almayer's Folly , Comad confessed to be reading 
Trollope, but the influences he underwent in the writing of that novel were those of Scott, 
Dickens, Marryat and Thackeray, and undoubtedly, Flaubert. (IF N C 48) 

Dickens had been one of his favourite authors since early childhood. One can note 
Dickens's influence in the caricature portraits in Almayer's Folly , An Outcast of the Islands , 
"Heart of Darkness" The Secret Agent and Nostromo. His descriptions of urban settings are also 
Dickensian (like Hard Times and The Bleak House). In the line of Dickens's eccentrics, Conrad 
achieved fine brief, sometimes ironical, portraits of secondary characters. His caricatures and 
eccentrics' portraits also show the influence of Robert Louis Stevenson. Comad expressed his 
admiration of Stevenson's The Beach of Falesa and The Ebb-Tide. Both are stories in exotic 
settings, and contain megalomaniac heroes who manipulate the other characters, taking 
advantage of circumstances and of their geographical isolation, to exercise domination over 


12 Conrad, Joseph. Preface to The Nigger of the 'Narcissus' 1897; Oxford University Press, Oxford, 1984 hereafter cited as P 
N TV, p.xiv 

13 Gide, Andre. "Joseph Conrad" in Stallman, R.W. ed., The Art of Joseph Conrad: A Critical Symposium, East Lansing, 
Michigan, 1960, p.9 
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others. Conrad is supposed to have inspired from Stevenson's characters and plots for his Heart 
of Darkness. Stevenson's exotic settings are parallelled in his Malayan novels Almayer's 
Folly, An Outcast of the Islands and The Rescue and his stories "The Lagoon","Karain". 

Conrad had read Walter Pater's Marius the Epicurean (1885) one month before writing 
the Preface to The Nigger of the 'Narcissus', and Pater's ideas were very much talked on at the 
end of the century. There is a key resemblance between the Preface and Pater's book. Conrad 
spoke about "the magic suggestiveness of music, which is the art of arts," which may have been 
understood by his readers as echoing Pater's phrase "all art constantly aspires towards the 
condition of music. " 14 In the Preface to The Nigger of the 'Narcissus', he wrote that the artist" 
cannot be faithful to anyone of the temporary formulas of his craft"; these formulas - "Realism, 
Romanticism, Naturalism, even the unofficial sentimentalism" - all contain an "enduring part" 
which is true, but once the artist has learned from them, he has a long task to do on his own. In 
the artist's "uneasy solitude", Conrad goes on, "even the supreme cry of Art for Art[...] loses 
the exciting ring of its apparent immorality[...] and is heard only as a whisper, often 
incomprehensible, but at times faintly encouraging" (P N N). Echoing Pater's views, Conrad 
wrote that art recovers "a passing phase of life[...]from the remorseless rush of time" which 
was an idea similar to Pater's aesthetics, where art's supreme value is to give lasting expression 
to momentary experience. Thus Marius thinks that "what is secure in our existence is but the 
sharp apex of the present moment between two hypothetical eternities, and all that is real in our 
experience [isjbut a series of fleeting impressions." 15 In the Preface to The Nigger of the 
'Narcissus' , Conrad quotes from memory ideas from Schopenhauer's aesthetics, either 
recollected from the German philosopher or from Pater, Maupassant or Anatole France, who 
were all Schopenhauer's enthusiastic readers. 

Conrad's contemporary and neighbour H.G.Wells, the author of the most famous science 
fiction novels in English -The Time Machine (1895), The Invisible Man (1897), The War of the 
Worlds (1898)- wrote in his essay "On Extinction"(1893): "There is, therefore, no guarantee 
in scientific knowledge of man's permanence or permanent ascendancy" 16 . Wells was Conrad's 
Almayer's Folly reviewer, and later they became friends. The essay on extinction may have 
influenced Conrad's "Heart of Darkness". Likewise The War of the Worlds may have influenced 
Conrad's The Inheritors. 

French Literary Influences (Realism, Naturalism, Symbolism) 

Conrad was an English novelist with an extensive knowledge of French literature, who 
consulted and memorized French novelists's texts to use them as models. He confessed that he 
did not dare to write fiction in French, because it was a much more rigorous literary language, 
and one had to be a genius like Anatole France to manage it: English was more permissive and 
open to linguistic creativity. "To write in French you have to know it. English is so plastic - if 
you haven't got a word you need, you can make it, but to write in French you have to be an 
artist like Anatole France." 17 He differentiated from the start the French novel from the 
English, preferring the former as a conscious creation work done observing the exigencies of 
craft, and not as an unordered outpouring of emotions. He did not have the self-assertion to 
publish literary criticism and in his only critical essay, "A Glance at Two Books" (1904), which 
was published posthumously, he stated:" The national English novelist seldom regards his work 
- the exercise of his Art - as an achievement of active life by which he will produce certain 


14 Pater, Walter. "The School of Giorgione", Studies in the Renaissance, 1877, London, 1920, p. 135 

15 Pater, Walter. Marius the Epicurean, 1885, rev. ed. 1892, London, 1939, p. 110 

16 Wells, H.G., "On Extinction", Chambers's Journal 10, (30 September 1893) 623-4, quoted in Griffith 

17 Davidson, Jo. Between Sittings: An Informal Autobiography,New York: The Dial Press, 1951, p. 118 
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deffinite effects upon the emotions of his readers, but simply as an instinctive, often unreasoned, 
outpouring of his own emotions. He does not go about building up his book with a precise 
intention and a steady mind. It never occurs to him that a book is a deed, that the writing of it 
is an enterprise as much as the conquest of a colony. He has no such clear conception of his 
craft." 18 He was a thorough conoisseur of French prose and a fairly good one of French 
poetry. He therefore considered the exemplary novelists to be French, and specifically chose 
Balzac, Stendhal, Flaubert and Maupassant to be his models. "What is cried out from every 
page[...] is that the literary influence of France is overwhelming over the style, the construction 
of sentences, the cadence, the paragraph or the building up of the effects" 19 . 

Balzac certainly impressed him when he wrote that "among the French, Balzac was the 
most incomparable creator of life", and one could learn from him the art of characterization (H 
333). Arthur Symons noted : "Conrad leamt from Balzac the method of doubling or trebling the 
interest by setting action within action" (H 334) and R.L. Megroz mentioned that Symons called 
this technique "Balzac's Chinese boxes", and found it in "The Anarchist" and "in Chance at its 
furthest development in a Conrad novel" (H 334). 

Conrad departed from the Victorian tradition of the intrusive author in favour of 
Flaubert's attitude of narrative impersonality and emotional impassibility towards his creation, 
the model novelist towards which Conrad's debut book aspired."The artist must be in his work 
like God in His creation, invisible and almighty." 20 although he did not overtly admit any 
influence of Flaubert's Madame Bovary. Hugh Walpole wrote to Conrad in 1916 about "the 
unmistakable" influence of "the author of Madame Bovary" on Almayer's Folly. Conrad 
responded with a denial of Flaubert's influence, pretending that he had read Madame Bovary 
after having finished writing his Almayer's Folly , although he admitted that other novels by 
Flaubert, such as La Tentation de Saint Antoine and L'Education sentimentale had influenced 
him more than Madame Bovary. 21 His preference for La tentation de Saint Antoine indicates 
his interest in a work on ascetism and the perception of evil. On other occasions he confessed 
that he had read Flaubert's Madame Bovary at least twice since 1892. "I don't think I learned 
anything from him. What he did for me was to open my eyes and arouse my emulation. One 
can learn something from Balzac, but what could one learn from Flaubert? He compels 
admiration". Although Conrad never recognised it openly, Gustave Flaubert's search for "le mot 
juste" and his omniscient point of view were influential for his first novel, Almayer's Folly , the 
fruit of three years of writing efforts: "we are at least continuously aware, like in Conrad's work 
generally, that every compositional unit, from the basic structure to the cadence of each phrase, 
has been carefully and consciously fashioned." (WN C 49) And he adopted Flaubert's ideal of 
artistic completeness in the rendering of a single unified theme" instead of "the multiple plot of 
the Victorian three-decker novel" (WN C 53). Speaking about Flaubert, Conrad expressed his 
great admiration for his ability of "rendering concrete things and visual impressions. I thought 
him marvellous in that respect." 22 The skill to render visual impressions which he might have 
apprenticed with Flaubert appears in the initial scene of Almayer watching the stormy river 
carrying an uprooted tree to the ocean, and in Almayer covering Nina's footprints with sandhills 
like "graves" to erase her memory. Also, many critics, Watt included, consider Almayer "a 
Borneo Bovary" (WNC 49). They have found similarities between Emma Bovary's longing 
for getting away from her provincial life and Almayer's wish to escape from Borneo to the 
liberty of the ocean and western civilization, also between Emma's obsession with love and 
Almayer obsession with the gold treasure. Critics have recognised in the tableau of Lakamba 


18 Conrad, Joseph. Last Essays, 1912, hereafter cited as L E, p. 132 

19 Ford, F. M. Thus to Revisit , 1921, p.13, qtd in Hervouet, The French Face of Joseph ConradCUP\990 , p. 2 

20 Flaubert, Gustave. Correspondence. Paris, 1926-1933, vol. 4, p.164 

21 Conrad, Joseph. Collected Letters , Letter to Hugh Walpole, 1916 

22 Jean-Aubry, Gerard. Joseph Conrad: Life and Letters, II, Letter to Walpole, 1896, p. 206 
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listening and Babalatchi turning the hand-organ, the scene of the blind man's song in Madame 
Bovary, "that brilliant forestatement of Emma's squalid destiny" 23 Distancing himself at times 
from Flaubert, Conrad searched to please a wider, less intelectuallist circle of readers, and he 
adopted a romantic and exotic vision in some parts of the novel that did not concern Almayer's 
drama and the result was a composite of Flaubertian novel and exotic romance. Eater, he freed 
himself from the French master's influence to adopt a different personal narrative technique, 
under Maupassant's influence, and a different point of view in the Marlow series of fiction. 

Conrad was influenced by a number of naturalist writers, such as Guy de Maupassant, 
Emile Zola, Alphonse Daudet, the American Stephen Crane. Conrad’s close friendship with 
Stephen Crane, the American naturalist author of The Red Badge of Courage , led to precious 
intellectual exchanges in their long talks about Balzac and other masters and was the source 
of warm reciprocal support, although young Crane did not survive very long after coming to 
Europe. (N L L 30). 

Norman Sherry quoted Conrad saying that he "studied Zola to some purpose" 24 The 
passage describing survival of the fittest in the vegetal world in the scene of Nina and Dain's 
date in boats under the savage plants' canopy has been interpreted by Sherry as naturalistic. Ian 
Watt considers that the passage rather recalls Th. Hardy's post-Darwinian pessimism than Zola. 
R.M.Spensley has noted Zolaesque influences mirroring Pot-Bouille 25 and "The Last Cab" 26 in 
the talk about the cab-horse between Stevie and the cabman in The Secret Agent. Chaikin has 
remarked typically Zolaesque scepticism and anticlericalism in "The Idiots" 27 

Conrad had many "personal affinities" with Guy de Maupassant, "another aristocrat, 
sceptic, orphan, depressive, even a would-be suicide" (W N C 49). At his literary debut, he 
studied Maupassant intensively. He confessed his enthusiastic admiration for and careful 
preoccupation with the study of Maupassant's naturalism pushed to physiologism, narrating in 
a detached and simple style. Conrad admired him so much that he confessed once in a letter 
to Poradowska, "I am afraid I am too much under the influence of Maupassant" 28 , "I have studied 
Pierre et Jean - thought, method, and everything,with the deepest despair. It looks like nothing 
at all, but as a mechanism it is so complicated that it makes me tear my hair out" 29 The latter's 
ability to show how minor incidents change human lives, bringing about random development 
of biographies, was present in Conrad's Chance, Victory, Lord Jim, "The End of the Tether", 
"The Partner", The Rescue, Nostromo, The Secret Agent, "The Idiots", "An Outpost of 
Progress"and many other works. His literary friends wrote that Conrad would tell by heart 
whole pages by Maupassant ( Ford Madox Ford, Joseph Conrad: A Personal Remembrance, 
1924, 36), and Jessie Conrad's memories mention his enthusiasm for Maupassant at the 
receiving of each of the French master's newly issued books, whereas Symons mentions that he 
permanently had a volume by Maupassant on his writing table for consultation, as he used to 
have one by Flaubert at his writer's career beginning. 30 Bel-Ami's influence was present in many 
scenes and passages of The Nigger of the 'Narcissus', among which the Donkin and Wait scene 
resulting in the latter's death. The theme of the double appears in Maupassant's Le Horla and 
in Conrad's The Secret Sharer, Gentleman Brown in Lord Jim. The theme of "fixed ideas" , 
which , according to the French writer, "leave the gnawing tenacity of incurable diseases"/ H 
248) is common to both Maupassant ( La ficelle; L'Epreuve; Madame Hermet)and 


23 Guerard, Albert. Conrad the Novelist, Cambridge, Mass.: Harvard University Press, 1958, pp.70-89 

24 Sherry.Norman, ed., Conrad: The Critical Heritage, London, 1973, p. 52 

25 Spensley, R.M. "Zola and the Influence of Pot Bouille on The Secret Agent", Conradiana, 11. 1979, p. 185; 

26 Spensley, R.M. Zola and Conrad,Paris: Gallimard, 1964, IV. 

27 Chaikin, Milton. "Zola and Conrad's "The Idiots" , Studies in Philology, 52, 1955, p. 503. 

28 Gee, J. and P. Sturm, Letters of Joseph Conrad to Marguerite Poradowska, 1890-1920, New Haven, 1940. 

29 Rapin, Rene, Lettres de Joseph Conrad a Marguerite Poradowska, 1966, 146-47 

30 Symons, A. A Conrad Memorial Library, The Collection of George T. Keating, 1929, p.80 
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Comad(Lord Jim, Nostromo, "The Duel"). Conrad's naturalistic disturbing stories on psychic 
dramas ("The Idiots", "An Outpost of Progress", "Falk") recall Maupassant's influence. "A 
Smile of Fortune" has similarities to Les Soeurs Rondoli, and Victory to Fort comme la Mort. 
The sexual psychology expressed in Victory was tributary to Maupassant, according to Paul 
Kirschner. 31 The Secret Agent particularly uses Maupassant's "ironic treatment" . 32 Although 
full of death scenes, the novel can be considered a black humour comedy, 33 with characters 
acting like puppets or automata , "in a wry, ironic humour, verging on the grotesque." 34 

Comad repeatedly expressed an enthusiastic admiration for the power and style of the 
French writer in his Notes on Life and Letters , writing of the French master's "consummate 
simplicity", "austerity of his talent"; "facts and again facts are his unique concern" (ALL 13), 
"his determinism, barren of praise, blame and consolation" (A L L 14). 

"Maupassant was a true and dutiful lover of our earth. [...] The earth had for him a 
compelling charm. He looks upon her august and furrowed face with the fierce insight of real 
passion." (ALL 16). Conrad expressed the same love for the earth in such characters as 
Renouard ("The Planter of Malata"), Bacadou and his mother-in-law ("The Idiots"), Yanko 
Goorall ("Amy Foster"). 

Another possible influence on Conrad's Preface to The Nigger of the 'Narcissus' was 
Maupassant's essay"Le Roman.” In his Preface , Conrad wrote that "fiction[...]must be[...]like 
all art, the appeal of one temperament to all the other innumerable temperaments "P N N 2) He 
meant by "temperament" sensitivity, while Maupassant's used "temperament" with a sense more 
like medieval "humors" 35 . Maupassant's detached cruel irony of style and structure is most 
apparent in Conrad's two earliest published short stories, "The Idiots" and "An Outpost of 
Progress". Later, Flaubert's impassibility and Maupassant mordant irony were mitigated in 
Comad by the more sentimental irony of Alphonse Daudet, one of Conrad's favourite authors, 
whose anecdotal stories and caricature characters influenced him in writing "The Black Mate", 
"an expansion of a wry anecdote" 36 "told from an ironic and yet sympathetic point of view" (W 
N C 48), being "glad of the joys of the commonplace people in a commonplace way[...]Their 
fate is poignant, it is intensely interesting, and of not the slightest consequence" (ALL 23). 
Ford Madox Ford reproached to Conrad that Almayer's Folly "was written too much in the style 
of Alphonse Daudet" (Fordl6), but Conrad was never a highbrow intellectualist writer and he 
was not ashame of enjoying Daudet's writings. He confessed "having read all his books under 
every sky" 37 and would have liked to send him one of his works with a autograph, but was too 
shy to do it. Conrad was also fa mi liar with the 

nineteenth century French Symbolist poetry. He had read Baudelaire, Mallarme and Rimbaud. 
He knew Rimbaud's lines of Une saison en enfer by heart: "I happen to know Rimbaud's verses" 
(C L II p. 162). Watt states that "Heart of Darkness" is based on a symbolic quest, and one 
cannot mistake the parallel between Rimbaud and Kurtz ( W N C ). As Edward Said remarked, 
Baudelaire was quoted in the title of The Mirror of the Sea : "Homme libre, toujours tu cheriras 
la mer!/ La mer est ton miroir". Also, the metaphor of 'the temple' referring to 'nature' in 
Correspondances, appears in "A Smile of Fortune" (1910). 38 The concept of 'homo duplex' 
seems also to have been inspired to Conrad by Baudelaire in his journal Mon coeur mis a nu : 
"deux postulations simultanees, l'une vers Dieu, l’autre vers Satan", and was expressed in Stein's 


31 ibid. 

32 Baines, J . Joseph Conrad: A Critical Biography. ( 1960), London: Weidenfeld and Nicholson, 1969. p. 331 

33 ibid. 

34 Kirchner, Paul. The Psychologist as Artist, Edinburgh, 1968, p. 30 

35 Guy de Maupassant, Oeuvres completes .Paris, 1909, vol. 21. pp.ix-xvi 

36 "Conrad's First Story", in Studies in Short Fiction 2 ,1965, pp. 164-69 

37 Gee, John and Paul Sturm, tr. and ed.. Letters of Joseph Conrad to Marguerite Poradowska, 1890-1920, p. 91 

38 Conrad, J. Collected Letters, Letter to Arthur Symons, 29 August 1908. 
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diagnosing the human's predicament: "He wants to be saint and he wants to be a devil" ( L J 
213) 

In a letter of 1918, Conrad stated: "A work of art is very seldom limited to one exclusive 
meaning and not necessarily tending to a definite conclusion. And this is the reason that the 
nearer it approaches art, the more it acquires a symbolic character." 39 Even 

before starting writing "Heart of Darkness", Conrad displayed striking similarities with the 
Symbolists, especially with Mallarme: "How fine it could be [...] if the idea had a substance 
and words a magic power, if the invisible could be snared into a shape" 40 Conrad's wish sounds 
almost like a Symbolist prayer (H 240). 

Modernist Influences 

Being both senior by a quarter of a century to the high-modernists Virginia Woolf and 
James Joyce, James and Conrad were the prominent early modernists in English literature, part 
of the literary community which gathered south of London in 1900. Both James and Conrad 
turned away from the French influence they showed in their debut writings to different personal 
approaches to fiction, distancing from the impersonal, omniscient point of view of the 
Flaubertian novel. Conrad changed his mentor to James."James wrote of Conrad at length and 
was treated with 'almost oriental politeness' in return" by his avowed "greatest disciple". James 
was the only person whom he addressed to calling him "dear master" 41 . He saw the prospectus 
for James's The Wings of the Dove. When asked about his opinion of James, Conrad pointed to 
his shelf full of James's works. In "Henry James - An Appreciation"(1905), he enthusiastically 
portrayed James as "the historian of fine consciences" who "dealt with the most delicate shades 
of emotion" (N L L 17) 

One can approach Henry James's influence on Conrad in the themes of the exile, of the 
clashing between two cultures. Several critics have suggested that Conrad was influenced 
in his choice of Marlow as the narrator of Youth , Heart of Darkness and Lord Jim by James's 
The Spoils of Poynton and What Maisie Knew. The technique of using an uninvolved but 
observant narrator, a "sensitive central intelligence," to explore other characters' life and moral 
issues is employed frequently in James's fiction. James's use of point of view distances his 
characters from the author, who can react impartially to them by using a central uninvolved 
narrator's voice as a zero centre gathering all the characters' variants of truth, with almost perfect 
self-effacing objectivity. 

However, James's narrators of zero-involvement, centres of perspective such as Maisie 
and Fleda Vetch, may have influenced Conrad's technique only as a starting point. Conrad 
applied the oblique narrative with radical modifications, taking it much further than James: 
"Where James was content with subtlety in itself, the thing 'done' Conrad wanted to explain the 
thing - whatever it was - quite down to its ethical basis. "The reason for this difference lies 
probably in Conrad's first-hand experiences versus James's "just literary" mystification. "James 
was absorbed in the exquisite ingenuities of his craft; Conrad in his search for the very essence 
of truth." 42 Marlow's multifarious character benefits of an extraordinary fluidity, being able to 
act different parts in the novel, as a narrator-actor. Whereas James only half dramatizes and his 
narrators are uninvolved, Conrad's Marlow and other narrators are wholly involved in the 
dramatizing in an impressionist technique which expresses subjective knowledge of the story. 
"Heart of Darkness" was a story about the difficulty of telling a story, in the light of both the 
Impressionist and Symbolist doctrines {W N C 211). Conrad wrote to Garnett that he used 


39 Jean-Aubry,G. Joseph Conrad: Life and Letters. Letter to Barrett Clark, 4 May 1918 

40 Collected Letters , II, Letter to Ford Madox Ford, p. 119 

41 Dupee, F.W., Henry James, London 1951, P- 281 

42 Swinnerton, F. The Georgian Literary Scene, 1910-1935, London: Dent 1938 pp. 129-130. 
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Marlow "to be saved trouble" and "he came natural" 43 to be used in his plural parts, with an 
"eclectic insouciance" (WN C 214) that could only irritate the overcareful designing writer that 
was Henry James. Marlow was created because he helped Conrad to express opinions in a text 
that would otherwise have remained lacking in comments and in moralizing, like Flaubert's. 
James did not like either Marlow, "that preposterous master mariner", or "Heart of Darkness". 
He criticized Marlow's "mixing himself with the narrative" and "the infinite pluralism of 
Marlow's narrative functions," but this was, according to Watt,"only a myopic resistance to 
the technique of "Heart of Darkness" that only James's invariable veneration for his own 
methods can explain." (W N C 206). 

Another Jamesian influence is the open ending, a choice much closer to the nature of 
things and life than traditional definite retributive endings had been (in Conrad's own opinion 
expressed in Notes on Life and Letters: "Henry James- An Appreciation". Conrad wrote of 
"Perhaps the only true desire of mankind, coming thus to light in its hours of leisure, is to be 
set at rest. One is never set at rest by Mr. Henry James's novels. His books end as an episode in 
life ends. You remain with the sense of the life still going on". (N L L 19). Conrad paid tribute 
to James's artistic integrity: "In the body of Mr. Henry James's work there is no suggestion of 
finality, nowhere a hint of surrender, or even of mere probability of surrender, to his own 
victorious achievement in that field where he is master". In this respect, Conrad seems to have 
followed the master's example literally, because his fictions leave room for the reader to 
continue the story or wonder about the real ending (N L L 18). 

Conrad's novels that Henry James acclaimed were Chance and The Nigger of the 
'Narcissus' , which he called "the very finest and strongest picture of the sea and sea life that 
our language possesses - the masterpiece in a whole great class." 44 However, James's modernist 
influence was the first, but not the only one that Conrad underwent. Andre Gide and Marcel 
Proust were other such influences. Gide was enthusiastic about Conrad's fiction, and their 
friendship lasted to Conrad's death, when Gide wrote an impressive article about him. Conrad 
expressed his admiration for L'lmmoraliste (1902) and for the volume of criticism Pretextes 
(1903). In 1919, he wrote to Gide that he was deeply impressed by his Journal sans dates and 
he confessed to having reread Les Caves de Vatican "always with the same interest, but with an 
increasing admiration at each new reading." 45 In Yves Hervouet's opinion, Conrad was the first 
person, except for Ortega y Gasset, to assess "with great insight the qualities, the place, the 
scope, the weaknesses of Marcel Proust's work" (232) . He first read him in 1913, at the issue 
of the first volume of A la recherche du temps perdu (1913). He confessed once: "I've lately 
read nothing but Marcel Proust" ( L L II p. 287). This 

review has tried to evince the enormous scope of the literary influences that were stored and 
made use of in the alembic of Conrad's unmistakably unique fiction. Coming back to Ford's 
remark quoted at the start, one can trust him for havinge apprehended best Conrad's gift (Ford 
13). Conrad's imagination was original, not necessarily in inventing totally new elements of 
plot and setting, but in its 'esemplastic', in Coleridge's term, quality ( Biographia Literaria Ch. 
10), by which he assembled 'disparate and unlikely' material (in T.S. Eliot's description ) 
assimilated in his mind from immense readings, into new designs. He could borrow and store 
elements that he would process in his uniquely personal patterns. He did not imitate, but 
continued his masters (Hervouet 232). He was right to say: "I don't resemble anybody." 46 Watt 
expressed it briefly: "In a sense, Conrad is the lest derivative of writers; he wrote very little that 
could be possibly be mistaken for the work of anyone else" (W N C 42). 


43 Conrad, J. Letters to Edward Garnett , xxx 

44 James, Henry. The British Library, Ashley Ms.4792, 26 June 1902 

45 Lettres Francoises, 165-6 

46 Letter to Pinker, July 1907 (Collected Letters vol. 2) 
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MESSIANIC EXPECTATION AND FUNCTION IN THE NOVEL OF 
CREPUSCULAR UNIVERSES 

Andreea Heller-Ivancenko 

PhD Student, “Babe$-BoIyai" University of Cluj-Nap oca 


Abstract: Perhaps nowhere in modern literature is this need for postponement, lamentation and 
suspension of history as obvious as in deconstruction novels. The levels of suspension in the novel, the 
interrupted continuity of history, the disabling of the patriarchal law against the law of love are all 
meditations over the crepuscularity of values. In the crepuscular novel, the gestures, the event hold 
messianic features. The lateness, the urgency, the obstinacy with which the characters of the crepuscular 
novel await, have tremendous effects: an ethos of waiting and of exalted searching, as is the “main 
idea” of Musil’s “The Parallel Action”, the pending limit of exhaustion in Kafka works, but also a 
tension, which could be described as common when referring to “falling asleep and waking up late ” 
from sleepwalking through a history of tradition. Awakening from the sleep of cultural, political or 
familial tradition means operating on some messianic thresholds causing a crisis, because of the 
urgency, an epistemic idea: the work itself, history, the monument as their safe enter a state of 
suspension and the “state of exception ” in which the characters lie in, becomes the messianic condition 
of expectancy, urgency, of the imperative and of the event. 

Key words: waiting, emergency, messianic condition, crepuscular, state of exception 


in Vise, Walter Benjamin descrie experienja de§teptarii unei gcnerapi din visul traditici, un 
proces istoric in care oniricul se impune ca imagine a copilariei: „Faptul ca am fost copii in 
aceasta epoca Jine de imaginea ei obiectiva. A trebuit ca epoca sa fie astfel pentru a scoate din 
sine insasi aceasta generate. Altfel spus: cautam un factor teleologic in configurajia visului. 
Acest factor este a^teptarea.” 1 in vis, cei ce dorm stau in suspendare. Ei amana temporar vial,a 
in stare de veghe, dar nu o fac decat provizoriu. Ei a§teapta secunda de§teptarii din aceasta stare 
de suprimare temporara a starii de veghe, Benjamin o aseamana cu moartea, momentul „in care 
se [vor] smulge cu viclenie din ghearele ei” 2 . Aceasta viclenie a astcptarii despre care vorbe§te 
Benjamin, aceasta panda si vigilenta continua are in ea impulsul destcptarii. Din sornnul 
tradifiei culturale, familiale sau politice. Din „taraganarea la infinit” in Procesul lui Franz 
Kafka, din somnambulismul istoriei in Somnambulii lui Hermann Broch, din capcana Kakaniei 
in Omul fara insulin a lui Robert Musil, din elogiul Operei care refuza apelul Celuilalt in 
Moartea lui Virgiliu, din “infruptarea din bivol” in Partida de biliard de la ora noua §i jumatate 
a lui Heinrich Boll. 

1. Romanul crepuscular 

Parodii ale perioadei de apus a imperialismului de la inceputul secolului XX, romanele 
crepusculului dramatizeza timpul in care valorile aristocratici feudale incep sa se atrofieze, iar 
cei care au fost odata ocupantii privilegiap ai locurilor de casta incep sa simta fiorul nclinistitor 


1 Walter Benjamin, Vise, traducere §i note Andrei Anastasescu, Bucure?ti, Editura Art, 2012, p. 81 

2 Ibidem, p. 81 
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al prabuprii organigramei. Efectul este, paradoxal, unul tranchilizant, fiindca ocupantii atat de 
linipiji ai locurilor destinate doar lor nu simt decat in pragul catastrofei tangajul pe care nu-1 
mai pot stavili. Somnambulismul lor si boala „kakanica” ii arunca pe ncsinpitc in vartejul a 
carui mi scare turbionara li inghite, in timp ce ip consuma ultimele momente de deliciu inainte 
de catastrofa finala. Intr-o apeptare a ceva ce ar putea miraculos sa-i salveze, ei incep sa simta 
pericolul cand efectul este deja instalat, iar bulgarele istoriei vine cu fort a unei aval an sc care se 
rostogolcstc peste ei. Este, cu alte cuvine, ceea ce descriu autorii romanelor dezintegrarii, atat 
de bine surprins in reflecjia: “Starea de criza este deopotriva una a prcsimtirilor, dar p a 
simtirilor ratacite care sesizeaza boala, (Inalul, dezastrul, apocalipsa.” 3 

Mitteleuropa, concept, in primul rand, politic, abia apoi spajiu geografic, a produs o 
civilizapc apolitica, dublata de o practica ritualica p o apeptare continuu dezamagita, profund 
legata de ceea ce dramatizeaza romanul kafkian sau celelalte romane mesianice ale autorilor 
crepusculului: un etos al apeptarii si cautarii exaltate, asa cum este “ideea majora” a Acjiunii 
Paralele din romanul Omul fara insu§iri al lui Robert Musil, o apeptare la limita epuizarii la 
Kafka in Procesul p Castelul, dar p o tensiune specified a caderii p trezirii intarziate din 
somnambulismul unei istorii a uniformei sau a traditici. Tradijia uniformei nu mai are puterea 
p insemnele sacre inca de la batranul tata v. Pasenow din Somnambulii ale carui galoane erau 
deja umbrite de degenerarea din mersul prea atent p plin de efort. Prin anti-filistinismul lor, 
autorii romanului crepuscular dramatizeaza aceasta lume a obsesiei temporal itap i p tensiunii la 
apusul “varstei de aur” a imperialismului. 

„Romanul crepuscular” 4 , a§a cum il numeric Ion Vlad, sau cel al „paradoxurilor 
terminale” 5 , dupa expresia lui Milan Kundera, privepe in urma din interiorul unei istorii traite 
recent. El problematizeaza un topos, atat istoric, specific romanului contemporan celor doua 
conflagrajii mondiale, pana dupa cel de-al Doilea Razboi Mondial, cat §i politic, prin problema 
destramarii unei episteme §i cautarea exaltata a unui nou orizont. Pe de o parte, a§a cum spune 
Hannah Arendt, un “nu mai”, pe de alta, un “nu inca” 6 . In acest interval al suspendarii istoriei, 
Franz Kafka, Robert Musil, Hermann Broch, dar §i Heinrich Boll sunt lcgatj printr-o serie de 
real itap politice si istorice care s-au consumat in acest spapu al Mitteleuropei. Loc al 
conflictelor belice, dar si al celor afective, culturale si de mentalitate, Europa Centrala a produs 
aceste “romane ale dezintegrarii”. 

Atunci cand Orfeu, in interdiepa de a intoarce privirea spre abis, canta iubirea pierduta, 
el nu recupereaza nostalgic trecutul. intclcgcrca trecutului este un performativ din perspectiva 
prezentului. in acclap sens, astcptarca in romanul crepuscular este dublu orientata: spre trecut 
§i traditic, ca punere in criza a acestora, spre ceea ce vine cu urgenta celui care pic ca timpul 
nu este in favoarea lui, asemenea lui Joseph K. care amana verdictul, dar numai fiindca a injeles 
ca este deja in proces, sau cum arpentorul K. traicste sub presiunea rezolvarii propriei situapi 
socio-profesionale in satul din marginea castelului, asteptand mereu pe cineva. 

1. Ur gent, a, tensiune, agteplare 

Sub masca rabdarii si a apeptarii continue a agrimensorului K. din Castelul se ascunde anomia, 
conditia de homo sacer a celui care poate fi ucis fiindca nu mai are statut juridic, el nu mai este 
nici in drept, nici in afara lui. Personajele kafkiene sunt intr-o continua apeptare in „stare de 
cxceppc” 7 , in fata, in afara, dar niciodata in lege, intre statutul de arestat p individ cu drepturi 
depline, intre public p privat, intre fiinja umana a carei viaja nu poate fi ucisa p homo sacer. 


3 Adriana Babe^i §i Cornel Ungureanu, Europa Centrala. Memorie, paradis, Apocalipsa, Ia§i, Polirom, 1998, p 519 

4 Cf. Ion Vlad, Romanul universurilor crepusculare, Cluj-Napoca, Editura Eikon, 2004. 

5 Cf. Milan Kundera, Arta romanului, traducere de Simona Cioculescu, Bucure§ti, Humanitas, 2008. 

6 Hannah Arendt, Reflections on literature and culture, edited by Susannah Young-ah Gottlieb, California, Standford 
University Press, 2007, p. 482 

7 Cf. Giorgio Agamben, Homo Sacer. Starea de excepfie. traducere de Alexandra Cistelecan, Cluj-Napoca, Editura Ideea 
Design&Print, 2006 


555 






JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


Omul de la tara din Procesul, care vine in lata legii, invaja astcptarca, rabdarea, iar intre timp 
imbatranestc si moare. Forta legii consta in puterea ei de a produce acest scenariu care tine omul 
legat de „scaunel”. A§ezat pe scaun, omul astcapta tintuit in afara legii, paradoxal, fara 
posibilitatea de a intra in interiorul ei, fiindca acesta nu exista. Poarta, istoria, legea la Kafka 
reprezinta un performativ. Jaranul in „stare de exceptie”, in faja legii, dar inca nu in interiorul 
ei, a aplicat o strategic locala prin care il determina pe gardian sa inchida poarta. Arpentorul 
sose§te in comunitatea celor din marginea castelului si pune in criza granitele si frontierele 
aparatului administrativ al acestuia, de unde amanarea, temporizarea §i indepartarea acestui 
legislator care vine sa ameninje un status quo. Imposibilitatea de a intra in posesia unui drept 
are ca efect urgcnta §i astcptarca continua a celor care ar putea sa-i claridcc situajia juridica. 
Aceea§i urgenja la Ulrich, personajul lui Robert Musil din Omul fara insufri, starea de 
suspendare in care singur se instaleaza prin acel „concediu de un an de la viaja” este un fel de 
rabdare care se cere invatata, tocmai fiindca „timpul preseaza”. In parodia §i dialogurile 
salonarde ale Diotimei din acclasi roman se intrejese pe nesimtitc razboiul, iar in plimbarile 
lini§tite ale batranului v. Pasenow din Somnambulii, in figura lui sfidatoare, cu pieptul 
proeminent §i bastonul care bate ritmic pasul lui mic si hotarat, intr-una din zilele insorite pe 
strazile Berlinului, opereaza retinut dezastrul colectiv de la sfar§itul romanului. Aceasta stare 
de tensiune §i incordare este reflectata de catre Elias Canetti in volumul sau memorialistic Jocul 
Privirilor, prin figura unor elite §i autori din perioada celor doua Razboaie Mondiale, printre 
care si Hemann Broch: “Era o perioada in care se petreceau destule, dar mai ales era acel ceva 
in care presimteai cate se vor intampla in viitor. [...]. Catastrofa plutea in aer. Izbucnirea ei se 
amana contrar astcptarilor, de la an la an.” 8 

Sub emulajia Acjiunii Paralele este greu de decriptat morbul manifest, in surdina, al 
razboiului. Sub lini§tea somnambula §i indolenta a burgheziei vieneze de la sfarsitului 
secolului al XlX-lea si inceputul secolului XX nu se poate prevedea realismul sangeros al lui 
Huguenau si al razboiului. Batranul v. Pasenow i§i va fi imaginat cu greu orice fel de 
beligeranja sau eveniment funest care sa razbata dincolo de cadrul privat familial, moartea 
unui fiu, dezamagirea dinspre celalalt. „Sfar§itul nu e o explozie apocaliptica. Poate ca nu e 
nimic mai lini§titor decat sfar§itul.” 9 , spune Kundera. 

Ironia plutcstc peste romanele autorilor crepusculari si deformeaza gravitatea cu care sunt 
narate evenimentele. Aceasta gravitate se transforma intr-o lamentajie ritualica, fara ca ironia 
sa diminueze din intensitate. Pentru Stephen Dowden lamentajia si “fascinatia abisului” sunt 
doua elemente care stau in central romanelor dezintegrarii. 10 Amestecul de ironie, lamentajie, 
dramatizare a timpului si temporalitatea problematica, toate creeaza in romanul crepuscular o 
tensiune mesianica, un fior al apropierii sfarsitului, atat de bine exprimata in premonitia lui 
Esch din romanul Somnambulii-. „E fara de rost orice incercare de a fugi, [...] cel nevazut, cu 
sabia trasa, sta in spatele nostra.” * 11 Dramatica neasczarc in istoria privata, dar mai ales in cea 
colectiva, aceasta locuire in fisura si ruptura istoriei devine o problema cronica a conditici 
precare a personajelor crepusculare. 

Exista in romanele destracturarii o nevoie obstinata de amanare, suspendare §i punere in criza 
a istoriei. Abscnta naturii §i a frumusepi ei in opera lui Kafka, a§a cum afirma Jacob Taubes 
despre opera kafkiana, ca ar fi lipsita de copaci, niciun copac nu traie§te in romanele lui, iar 
natura a devenit un tribunal, demistificarea §i critica feti§izarii culturii in romanele lui Musil §i 


8 Elias Canetti, Jocul privirilor: Povestea viefii (1931-1937), traducere §i note de Elena Viorel, Cluj-Napoca, Editura Dacia, 
1989, p. 54 

9 Milan Kundera, op. cit., p. 56 

10 Cf. Stephen D. Dowden, Sympathy for the Abyss. A Study in the Novel of German Modernism: Kafka, Broch, Musil, and 
Thomas Mann, Tubingen, Max Niemeyer Verlag, 1986 

11 Hermann Broch, Somnambulii, traducere de Ion Roman, Bucure§ti, Editura Univers, 1975, p. 512 
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Broch, suspendarea Operei, arderea Eneidei, la personajul Virgiliu din Moartea lui Virgiliu, 
suspendarea istoriei la Robert Fahmel prin dinamitarea monumentelor in Partida de billiard de 
la ora noua §i jumatate §i dezactivarea legii tatalui de catre legea iubirii la Hans Schnier din 
Opiniile unui clovn, romanele lui Heinrich Boll, toate sunt gesturi sau meditapi asupra 
crepusculului valorilor, o „simpatie pentru abis” 12 simultana unui zambet sardonic. De liccarc 
data, un gest, un cuvant detinc trasaturile mesianice in romanul crepuscular. Uniforma lui 
Pasenow care ii blocheaza orizontul, impacicnta lui Joseph K. cand intra in proces inca din 
dimineaja arestarii in propriul apartament, rcllccpa lui Esch despre strainul furi§at cu sabia 
pregatita, tarziul din timpul arpentorului, decaderea lui Hans Schnier in postura de cer§etor pe 
treptele garii a§teptand iubirea pierduta, imaginea infans- ului Pasenow pnandu-1 de deget pe 
Huguenau in finalul romanului Somnambulii. La randul sau, prin intcnpa distrugerii Eneidei , 
Virgiliu intrerupe §i dezactiveaza o lege a suvcranitapi operei inchinate cezarului, el se 
instaleaza in „starea de excepjie” prin care nu mai este nici in legea operei, nici in afara ei, nici 
autor, nici clandestin in raport cu propria opera. Conditia personajelor crepusculare in „stare de 
exccptic” expune un prag al a§teptarii §i suspendarii odata cu acest gesturi. 

Iubirea, pierderea si asteptarca ei este pentru clovnul Hans Schnier din Opiniile unui clovn 
evenimentul mesianic care schimba viitorul si trecutul deopotriva. El pierde nu doar iubirea, ci 
se resubiectiveaza in urma evenimentului. Aceasta resubiectivare se manifests pe toate 
planurile, cel socio-profesional in care renunja la „meseria” de clovn, cel familial prin care se 
dezice de pedagogia tatalui si cel politic prin care devine subversiv, din voinja proprie, un 
cer§etor pe treptele garii. Aceasta este functia condijiei mesianice, a evenimentului care vine §i 
slabe§te ceea ce este putemic, printre care si legea ca functic a suvcranitapi tatalui §i a istoriei. 
Dupa Giorgio Agamben, in mesianismul Apostolului Pavel legea normativa sau prescriptiva 
este dezactivata de catre legea iubirii fdiale, a Mesiei. 13 Daca ceea ce este „tare” incepe sa 
slabeasca: „§tiin|a pieri-va!” 14 , atunci asteptarca lui Schnier §i credinta in legea iubirii este cea 
care submineaza si face derizorie legalitatea alianjei sau casatoria, dar si istoria legalists a 
tatalui. A§a ca putem spune de fiecare data, in orice iubire pierduta §i astcptata, unde nu exista 
decat legea iubirii insasi: „Stateam scufundat in spuma si ma gandeam la ea. [...]. Zaceam 
parasit [...]”. 15 

Mesianicul este aceasta intrerupere §i suspendare a istoriei ca elogiu, aceasta diviziune 
a unitapi §i coerenjei legii. in Spectrele lui Marx, Derrida deschide problema „mesianismului 
fara mesianism”, fara teologie, diferit de mesianismul religios. El distinge mesianicul de 
mesianism, acesta din urma, legat de prczcnta unui Mesia prin conti nutul religios, spre 
deosebire de mesianic, o structura imanenta, universala. in mesianic prezentul nu mai este 
contemporan cu prezentul. Este un „moment spectral”, nu un prezent care trece. Prezentul este 
dislocat, iar intrebarea cu privire la viitor, care traverseaza romanele crepusculare, coniine o 
promisiune. 

in mesianic, a suspenda inseamna a expune o istorie a catastrofelor. A suspenda 
monumentul sau mitul este un gest mesianic, o amanare care hnpiedica opera, istoria privata 
sau colectiva sa se implineasca, sa devina mit, sa se faca Opera. Dar nu o amanare infinita, ci 
intotdeauna in prezent, acum. Daca omul de la Jara care vine in fata portii legii in Procesul 
rcu^cstc sa supende legea, sa intrerupa istoria este pentru ca, fiind instalat in „stare de exccptic”, 
adica intr-o conditic mesianica, nici in lege, dar nici in afara ei, el reu§e§te printr-o strategic 


12 Stephen D. Dowden, op. cit., p. 2 

13 Giorgio Agamben, Timpul care ramcine. Un comentariu al Epistolei catre Romani, traducere de Alex Cistelecan, Cluj- 
Napoca, Editura Tact, 2009 

14 Biblia sau Sfcinta Scriptura, versiune diortosita dupa Septuaginta, redactata si adnotata de Bartolomeu Valeriu Anania, 
Arhiepiscopul Clujului, 1 Corinteni, 13, 8 

15 Heinrich Boll, op. cit., p. 153 
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subtila sa amane intrarea pe poarta. O amanare tactica, locala, nu infinita, de fiecare data intr- 
un prezent acum, fiindca gardianul nu ii interzice intrarea, ci spune doar „nu acum”, „nu 
deocamdata”. 

In acest sens, in romanul crepuscular exista intotdeauna o Opera sau o Istorie care incep sa se 
sfar§easca. Ele sunt abandonate pe un prag, expuse abandonului si astcptarii ca limita a 
tensiunii intre implinire §i neimplinire. Este opera care se expune pe o linie de nulificare a 
autosuficienfei §i a suveranitapi ei si de intalnire cu Celalalt, este crepusculul sau tarziul din 
timpul lui K., cel din Procesul sau din Castelul, somnambulul si kakanianul care datorita 
oboselii merg inainte cu gulerele paltoanelor peste fafa, iubirea care incepe sa se sfarscasca in 
Opiniile unui clovn, istoria monumentelor dinamitate, opera care incepe sa-si expuna limita, 
sa se autosuspende. Mesianicul este acest nod de expuneri lipsite de identitate, fiindca ceea ce 
opereaza este chiar fragmentarea §i diviziunea idcntitapi, a istoriei, a monumentului, a 
Kakaniei §i somnambulismului coerent cu sine in automatismul mersului inainte. El 
sccponeaza acest flux coerent al timpului, al somnambulismului, al activitafii furibunde 
kakaniene, al operei. Fiind spectral, el survine intotdeauna ca „venirea unui loc”, ceea ce 
inseamna ca el nu are loc efectiv, ci doar venirea are loc cu adevarat. „Venirea” este cea care 
dispune de caracteristicile mesianicului. Pornind de la aceste aporii, Jean-Luc Nancy se 
intreaba, ce inseamna venirea, „Ce inseamna a veni?”. Timpul venirii este o ofranda, el este 
plin de „prezentul survenirii” diferit de prezentul actual, un performativ, o deschidere a 
timpului insusi. Nu este plin in sensul sfarsitului timpului (pleroma), nici al unui timp mai 
inalt, mai adevarat, ci plin in sensul „a-venirii” lui, plin de „venire”. Cel astcptat urmeaza 
intotdeauna sa vina, ca in parabola descrisa de Maurice Blanchot din L 'ecriture du desastre , 
prezenfa lui nu este acccasi cu venirea, de aceea el continua sa fie a§teptat in acum-ul 
prezentului. Mesia in zdrentc la Porfile Romei, a§teptand fara a li recunoscut, este intrebat: 
„Cand vei veni?”, ceea ce, conchide Jacques Derrida, implied o inadvertenfa intre „acum”-ul 
a§a cum il infelegem in mod curent §i „acum”-ul mesianicului. Intre acum si acum exista o 
ambiguitate. Fiindca mesianicul nu a§teapta, inseamna ca a§teptarea in mesianic este un acum 
al astcptarii §i al promisiunii. Prezcnta in lume a Mesiei in timp si spafiu este diferita de 
venirea lui. 

In romanul crepuscular mesianicul are efecte absolute: suspendarea istoriei, a 
monumetului §i a legii tatalui, suspendarea Operei §i punerea in criza a suveranitapi §i a 
idcntitapi auctoriale a poetului latin prin evenimentul intalnirii cu Celalalt, dezactivarea legii 
nonnative de catre legea iubirii la clovnul lui Boll. Conditia mesianica a personajelor romanului 
crepuscular opereaza aceasta falie intre istorie ca monument §i traditic §i post-istorie ca sfar§it 
al ei. Nu personajele sunt cele care determina amanarea, suspendarea sau dezactivarea legii si 
a istoriei, ci conditia lor mesianica de cxccppe este cea care opereaza in aceste personaje 
posibilitatea acestor strategii cu efecte puternice. Fiindca Istoria tinde sa se implineasca in 
fiecare moment in Opera sau monument, intr-o Lege sau intr-un mare discurs august, autorii 
romanului crepuscular vorbesc despre aceste valori care intra in crepuscul. 

„Nopunca de catastrofa”, a§a cum afirma Walter Benjamin, prin care o noua ordine este 
inlocuita cu alta este un fapt banal. Nu faptul ca o epoca se incheie si este urmata de alta sau ca 
intervalul dintre ceea ce a fost §i ceea ce nu este inca constituie problema crepusculului, a 
tranzipei sau a astcptarii. Intre doua epoci diferite, flii Robert Fahmel, Ulrich, Hans Schnier, 
precum §i personajul Virgiliu ca fiu orfan de opera, gasesc ritmul cel mai potrivit al istoriei. 
Gestul revoluponar prin care suspenda o istorie trecuta, dinamitand istoria ca monument, pentru 
a face loc unui nou ritm al istoriei este strategia optima prin care opereaza in acest „interval” 
schimbarea de ritm. Acesta este beat -ul de trecere, tehnica locala si revoluponara de icsire din 
panegiricul istoriei. Gestul nu se afla la indemana, tapi nu sunt capabili sa opereze schimbarea, 
deoarece aceasta cautare a cadenfei si a bataii potrivite presupune efort si atenpe inspre ritmul 
istoriei pe cale sa vina. Patriarhii romanelor crepusculare au urechile atente la ecourile 
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trecutului. Gestul mesianic al fiilor intrerupe continuitatea operei tatalui. In aceasta intrerupere 
sau suspendare a istoriei, ei a§teapta atcnti beat- ul, adica ceea ce se intampla, (astcptarca este 
„ceea ce ni se Intampla ”, afinna Nancy). Acest decor al ruinelor istoriei este mesianic, el 
ascunde imaginea salvarii, asa cum afirma Walter Benjamin: „Mantuirea consta in micul salt in 
catastrofa continua”. Ceea ce salveaza nu este gestul solemn, camuflat in ritualul patriarhului, 
imaginea mersului de „buicstras” al batranului v. Pasenow prin care intemeiaza figura 
destinului personal §i familial, nici salvarea „kakaniana” a imperiului, ci gestul local, cotidian 
§i precar in timpul urgcntci, caci uneori „manevra dura, aparent brutala” fac parte din imaginea 
salvarii. 
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MASTER MANOLE-VALERIU ANANIA, RELIGION AND ANTHROPOLOGY 
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Abstract: Valeria Anania dramaturgy gets his merits in 1982 by Writers Union Award for Playwriting 
volume Hard of the earth. The two dramatic poems and lyrics Miorija and Master Manole had a change 
in the late 60s to be staged by Marietta Sadova, herself being a character in the history of Roman ian 
theater. 

The action is set in a legendary space but undetermined eternal "sometime long ago, somewhere in the 
Carpathians”. Follows the storyline of infidelity studied religious ballad. Mioritic is striking: a 
philosophy of merging with inorganic, jubilation "Dacian" in the face of death, humor of the 
confruntation with death, the cult of love, moral revulsion against ugly. It's a filtered Mioritic a romantic 
culture and civilization. 

It is a mysterious sensual atmosphere in the first part of the poem, as Sburatorul of Helia I. Radulescu, 
sensuality increases to violent in the final ritual murder. 

Keywords: dramatic, death, mysterious, pastoral,theater. 


Valeriu Anania (1921), ierarhul cu biografie de scriitor american (a fost chelner, 
preceptor de copii bogaji, mecanic specializat in chiulase de locomotiva, a studiat vioara §i 
Medicina la Cluj, a fost preot misionar al Bisericii ortodoxe romane in SUA), a avut precocitate 
dramatica. 

Dintre principalele sale opere dramatice, amintesc: Jocul fulgilor (Radio Bucure§ti, 
inainte de 1939), Dochia, 1939, Studioul teatrului national in trei volume: Miorija, 1966 
(Premiera, 1967, Teatrul Delavrancea); Meyterul Manole , 1968 (Premiera, 1969, la teatrul AL 
Davila, Pite§ti); Pdhdrelul cu nectar , 1969; Steaua zimbrului 1971 (Premiera 1973, Teatrul 
Dramatic Baia Mare); Poeme cu mayti, 1972 (Du-te vreme, vino vreme, plus reeditari); Greul 
pamantului plus reeditari): Hojul de margaritare, 1992 (Teatrul de Stat Turda). 

A§a cum reiese din cartea lui Mircea Ghitulescu, „inainte de a implini 18 ani i se juca la 
Radio Bucurcsti Jocul fulgilor; la Teatrul Ligii Culturale al lui Iorga, piesa La Furcarie, §i in 
1939, la Studioul Teatrului National, Dochia. Cu tot acst debut fulminant, Valeriu Anania nu 
a avut §ansa scenica nici la Lucian Blaga, al carui direct continuator este. 

Dramaturgia lui Valeriu Anania isi primeste meritele in anul 1982 prin premiul pentru 
dramaturgic al Uniunii Scriitorilor cu volumul Greul pamantului. Cele doua poeme dramatice 
in versuri Miorita si Mesterul Manole, au avut sansa la sfarsitul anilor 60 sa fie puse in scena 
de Marietta Sadova, ea insusi fund un personaj in istoria teatrului romanesc. 

Poemele sale dramatice pornesc din „parvanismul” anilor '30, cand poctj i romani 
descopereau miturile si preistoria romaneasca, mioriticul fund, in descendenja blagiana, 
conceptul cheie al reprezentarilor stilistice romancsti. O asemenea sinteza etnica este §i Miorija, 
prefatata de Tudor Arghezi, care i§i incheie elogioasa prezentare cu ideea ca teatrul romanesc 
a ca§tigat „la intalnirea ciobanilor cu universitarii”, inaltimea literara care ii lipsea. Un poem 
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dramatic plin de valori spectaculare. Pasiuni violente, conflicte ireductibile, vcrsificapc 
armonioasa, cu oscilapi metrice bine studiate, in funcjie de semnificajia situajiei dramatice. 

Acpunca este plasata intr-un spajiu legendar, dar, nedeterminat, etern, „candva, demult, 
undeva in Carpaji”, urmeaza cu infidelitate studiata firul epic al baladei consacrate. Mioriticul 
este pregnant: o filozofic a contopirii cu anorganicul, jubilatia „dacica” in fata morjii, umorul 
(suprarealist) al confruntarii cu moartea, cultul iubirii, repulsia faja de uratul moral ( Lavru, 
Vrancu, Balnea). E un mioritic filtrat de o cultura §i civilizajie romantice. 

Este o misterioasa atmosfera senzuala in prima parte a poemului, ca in Sburatorul lui I. 
Heliade Radulescu, o senzualitate ce create pana la violent, in crima rituala din final. Miorita 
este o „pastorala insangerata in care iubirea §i ura, nunta §i moartea, tinerctca si batranejea sunt 
rascumparate de speranja na^terii” 1 . 

Un bun procent din teatralitatea Miorifei vine, de altfel, din vers ifi cap c, iar prezumtivul 
regizor al piesei nu are nici un motiv sa omita ritmul special pe care il impune reprezentarea 
scenica a acestui text. Viziunea asupra baladei nu este atat de realista §i socializatoare ca in 
Baltagul lui Sadoveanu, nici atat de inefabil legendara ca in versiunea „tratata” de Alecsandri. 

Anania este preocupat de traseul psihologic al Raului ce incoljcstc §i se dezvolta in 
constiinta rastumata a ciobanilor pizma§i Vrancu §i Lavru. Faptul ca irepro§abilul Moldan a 
salvat candva via|a lui Vrancu nu este pentru acesta un motiv de recuno^tinta ci, intr-o abisala 
reconversie, de ura nesfarsita. 

Drama amoroasa se rezuma la faptul ca Mioara, mireasa lui Moldan, este dorita si de un 
alt personaj: Vrancu. Miorita din balada este acum un personaj feminin, un personaj care 
reprezinta atat iubirea cat si moartea, prin dragostea care omoara si moartea care iubeste. 
Batranii (Novae §i Catalina), parintii nefericitului Moldan, dubleaza intelesul morbid al iubirii 
si al morjii. 

Mioara, protagonista, e amen in tala de ftizie, boala consacrata de romantici. Apare si pata de 
sange pe batista. In asemenea cazuri, autenticitatea restituirii protoistorice este alterata de 
sugestia unui romantism de opera, astfel incat Miorija se apropie de Traviata. Moartea, ca 
nuntire cosmica, pierde inaltimc §i prinde sa coboare pe pamant, printre temele domestice ale 
dramei burgheze. O oarecare pretiozitate beletristica poate parea nelalocul ei. 

Poate chiar aici sa li avut dreptate Arghezi cand vorbea despre locul de intalnire al 
ciobanilor cu universitarii, injelegand astfel amestecul dintre autenticitatea restituirii unei 
spiritualitaji stravechi cu manierismul literaturii culte. In tratarea marilor mituri romanesti, 
dramaturgii au fost ori sau simjit siliji - Lucian Blaga nu face cxceptic - sa renunje la 
nedeterminarile poetice ale baladelor propriu-zise §i sa le dea oarecare consistent;! realista. 
Partial, acest fenomen se petrece §i in Miorita, unde personificarea unor metafore intangibile 
din versiunea populara (pentru ca dramaticul nu poate exista altfel decat printr-o personificare, 
prin antropomorfism), cum ar li transformarea oii nazdravane intr-un personaj feminin damnat, 
iroscstc ceva din viziunea poetica originala. 

Vanitatea poetului (pentru ca Valeriu Anania ramane, inainte de toate, un poet) a fost sa 
aprofundeze miturile romanesti cscntialc, dar teatral vorbind, nu va depa§i Miorita. 

Citind Du-te vreme, vino vreme, i(i dai seama ca unele texte folclorice sunt incasabile. Ma 
gandesc aici la Tinerefe fara batranefe §i viafa fara de moarte, o mare povestire filozofica 
despre moarte si nemurire, despre timp §i durata. La Anania, basmul original ramane un pretext 
nu atat pentru aprofimdarea cat pentru explicitarea unui injeles adanc, expus atat de simplu §i 
discret in formula anonima. 

Intuijiile artistice ale dramaturgului funejioneaza normal. Acpunea se petece in prolog, 
la frontiera dintre viaja si moarte, care este, in acela§i timp, frontiera dintre viaja si ficjiunc, 


1 Liviu Petrescu, Miorita, edi^ia a IV-a, Editura Dacia, Cluj-Napoca, 1999, p. 75. 
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pentru cS FSt-Frumos al lui Anania vine de dincolo, dar nu de pe lumea cealaltS, ci din basm, 
din poveste (cum prefers sS spunS autorul). Este un spajiu al nimSnui pSzit de un Caron autohton 
numit Fartate (spre deosebire de satanicul Nefartate al lui Blaga), de fapt, un paznic la hotarul 
pove§tilor. 

Invins pentru o clipS, timpul (intr-o reprezentare fabulos groteascS numitS Juma de om) 
provoacS dezastre: adultii dau in mintea copiilor §i se joacS pe texte luate din folclorul infantil, 
cire§ele cresc cat pepenii §i ascund secrejii vascoase, cu viermi uria§i, in imagini terifiante de 
film horror. Este o meditajie asupra duratei, nu a timpului, cu reprezentSri prSpSstioase ca in 
Comedia fantasmelor a lui Dan Botta. 

Anania nu este doar un excelent ci, uneori, un excesiv imagist, amenintat de 
ilustrativism. El pune in imagini orice abstracjiune, asa cum ai pune o melodie pe note. Sunt 
personificate de-a valma timpul, duhurile, negurile, dorul, figuri din basm (SfarmS PiatrS, 
StrambS Lernne). Aglomeratia simbolurilor devine sufocantS si incSrcStura filozoficS, 
inesteticS. Ideea, atat de fabulos ornamentatS, este cat se poate de simplS: aspirajia invincibilS 
a omului spre nemurire este o nebunie care inlocuicstc nefericirea finitudinii cu nefericirea si 
mai mare a nemuririi. Dar abuzul imagistic de care vorbeam are §i avantaje dacS ne gandim la 
personajul Juma de om, un fel de spiridu§ Shakespearian, Ariel si Caliban la un loc, semizeu si 
om injumatajit. El (timpul) nu este in viziunea lui Valeriu Anania nici bun, nici rSu, nici agresiv, 
nici interiorizat. E activ §i vesel, grotesc in totalitate, ameninjStor si benefic. 

Cu Mesterul Manole, Valeriu Anania isi incheie invcstigapa in protoistoria spirituals 
dedusS din mituri, revenind, cu Greul Pamantului §i Steaua Zimbrului , la zorii istoriei 
documentare. De fapt, la acccasi zona aburoasS de frontiers ce desparte legendarul de istoric. 
Valeriu Anania publics Mesterul Manole in anul 1968, iar in 1969 este transmis deja de 
Televiziunea RomanS, iar in acelasi an, 30 martie are loc premierea la Teatrul Al. Davila din 
Pite§ti, regizat de Marietta Sadova. In acelasi an, poemul e jucat §i la Teatrul Casandra, de cStre 
promotia clasei Ion Olteanu a Institutului de Arts TeatralS §i CinematograficS Bucure§ti. 2 
Dumitru Micu apreciazS cS ceea „ce o individualizeazS la nivelul subiectului si al construcjiei 
in raport cu celelalte piese de facturS prozodicS notabile despre edificarea manSstirii de la 
Curtea de Argcs (. Zidirea Manastirii Argetjului de N. Iorga, Mesterul de Adrian Maniu, Mesterul 
Manole de Victor Eftimiu, Icarii de pe Arge§ de Ion Luca) e, desigur, continutul specific al 
componentelor sale inventate de dramaturg (§i nu imprumutate legendei), al a§a-numitelor de 
cStre V. I. Propp marimi variabile, modul cum acestea se leagS de componentele 
neschimbStoare ( marimile constante ) §i ponderea lor in context”. 3 Valeriu Anania transpune 
mitul jertfei in Mesterul Manole intr-un mod original, el nu reface si nici nu comenteazS, ci 
pomeste de la un punct primordial-unde omul piere odatS cu lumea, moment in care poti urea 
sau cobori, in care Iubirea este prezentS, intr-un mod firesc, dar si dezumanizatS. GSsim aici o 
iubire in toate formele: crestinesti-pSgane, avem o dragoste care poate invia, dar si ucide. 
Operele sale dramatice contin atat elemente din monahism, dar cit si din lume, valorificand 
universul spiritual al spatiului mioritic, limba arhaicS, teme si motive folclorice, credinte, 
eresuri si mituri. 

Mitul jertfei pentru creatie il regSsim atat in mitologie, cat si in teologie, avand chiar 
puncte comune: omul a fost creat atat in mitologia Orientului Apropiat cat si in biblie din douS 
elemente: lutul si celSlalt element il gSsim in poemul babilonean Atharsis ca find sangele unui 
zeu, care avea darul intelepciunii. in teologi a ortodoxS regSsim ca al doilea element, in Biblie, 
capitolul doi al Facerii, suflarea divinS creandu-1 pe primul om. La azteci avem mitul creatiei 
unde lumea a fost creatS destul de greu din cauza celor patru zei: Quetzacoatl, Xipe Totec, 


2 https://arhivaluceafarulromanesc. wordpress.com/critica-literar a/lucretia-bogdan-poemul-dramatic-m 

3 Dumitru Micu, Prefafa la ed. din 1982 in vol. Teatru , vol. I, de Valeriu Anania, Editura Limes, Cluj-Napoca, 2007, p. 253. 
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Huitzilopochtli si Tezcatlipoca, care au fost impiedicati de un crocodil femeia, care manca tot 
ceea ce ei creau. Astfel ca zeii au hotarat sa o ucida, reusind in cele din urma sa creeze lumea 
tocmai din trupul acesteia. 

Regasim acest mit si la indieni, africani, chinezi, in diferitele religii: astfel ca la indieni 
crearea lumii s-a realizat prin sacrificiul lui Purusha, care avea o mie de membre si capete, care 
ocupau intreaga lume, Astfel a fost ucis si dezmembrat, iar din capul lui au fost creati brahmanii, 
bratele au devenit regii, din coapse au iesit producatorii de bunuri, iar din labele picioarelor au 
aparut sclavii. Dezmembrandu-1 pe Purusha, zeii au pus ordine in cosmos si au creat institutia 
sacrificiului, ce trebuia repetat fara incetare, pentru a mentine ordinea. In mitologia chineza, 
lumea este rezultatul unui proces indelungat de evolutie, s-a creat singura si s-a divizat in cele 
doua elemente primordiale, unitare si opuse: yin si yang. Din acestea a aparut lumea si fiintele. 
Mai intai haosul a luat forma unui ou imens din care a iesit Pan Ku, primul om, considerat 
arhitectul universului. La moartea acestuia. parti din corpul sau au devenit elemente ale naturii. 
La africani lumea a luat nastere dintr-un ou cosmic, dar la fel ca si in Biblie omul a fost pedepsit 
si nevoit sa indure viata de muritor deoarece a mancat din fructul oprit. 

Drama este structurata in opt tablouri si se tennina cu un epilog. Avem in decursul 
dramei un citat care desavarseste conflictul: Candfirea izvode.de frumosul maiestrit,/E osandit 
izvodul sa piara-n ce-a rodit. Locul unde se desfasoara actiunea dramei este Curtea domneasca 
a lui Neagoe Basarab. 

Comparativ cu legenda aceasta este mult mai complexa deoarece nu avem doar jertfa femeii ci 
mai importanta este zidirea umbrei, fiind vorba „de o percepjie eliadesca a adevarului ascuns 
in mituri, in eresuri, in folclor sau in pove§ti, cum spune Anania, unde descopera izvorul 
irational care le-a dat na§tere (Mircea Eliade)” 4 ,, dar si drama calugarului pictor care realizeaza 
icoana Maicii Domnului cu chipul iubirii pathname pentru nepoata doamnei Milija, precum §i 
drama me§terilor, care fura umbra sojiilor pentru a face piatra sa cante. 

Avem si un conflict secundar pe tot parcursul piesei, trait de calugarul Safirin, care i§i 
ucide iubirea, trecand-o in imaginea Sfintei Marii prin conturarea umbrei trupului iubitei pe 
panza imaculata. Calugarul renunta la propria jertfa deoarece nazuinja lui nu este biserica pe 
pamant, ci biserica in cer. 

Calugarul incearca sa-si ingroape iubirea prin chipul pe care-1 reda icoanei, considerand ca este 
mai importanta biserica din cer decat cea pamanteasca. Ana din balada populara devine aici 
Simina, sora calugarului Safirin, zugravul manastirii. 

Pe langa personajele care le regasim in toate dramele ce folosesc acest mit al jertfei, aici avem 
personaje noi: Ana este aici Simina, sora calugarului Safirin, zugravul manastirii; un alt 
personaj este Femeia trista, personaj simbolic care reprezinta arhetipul jertfei. De la inceput ea 
cere umbra copilasului sau furata de mcstcri pe trestie si care a fost zidita in temelia bisericii. 
Manole nu crede acest eres, dar femeia revine de mai multe ori in primul tablou, in tabloul al 
Ill-lea: „Dati-i umbra inapoi ”, cand copilul bolnav este adus in carca, apoi in tabloul al IV-lea: 
„0 umbra furata si-n zid ferecata 

La ea cheama trupul odata s-odata. 

Cum trup fara umbra nu poate via, 

Nici umbra nu-i vie pan ’’trupul si-l bea. 

Dreptate v-as cere; judetu-i tarziu. 

In pasarea-suflet doar sufletu-i viu ,, 

cand apare in negru cu o cruce pe varful careia se alia o pasare si in tabloul al VH-lea: 

„ Manole!...Tu, Manole!... 

A venit 


4 Mircea Ghiprlescu in Piesa vazuta de..., volumul Teatru, vol. I, Op. cit., p. 434 
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Pasarea-suflet; grai neauzit 
Al tainelor din vechiul zid. Tu stii 
De ce zidarii nu-lputeau sfarsi?... 

Tu stii de ce voivodul tocmai tie 
Ti-a dat nemdntuitd temelie?... 

Manole, mestere Manole.... iata 
Pasarea-suflet iti va spune...Cata 
La zborul ei...citeste-l..,intelege!.. 

Dreptate-i tot ce implineste o lege” cand dezvaluie prin zborul pasarii-suflet taina prabu§irii 
zidurilor. 

Aici Manole si Simina tree pe plan secundar comparativ cu legenda, aici rolurile 
principale le revin lui Neagoe Basarab si sotiei sale, Milita. Manole este doar un creator 
autentic, „in timp ce Blaga ambijioneaza o sondare doar a abisului sufletului creator uman, 
Anania i§i propune relevarea unei necunoscute tabu a ccuatici umane, anume explicitarea 
procesului crcapei prin introducerea asa numitei metafore germinale a mitului si a unei 
transparente teze estetice” 5 . 

Aparitia femeii a carei copil i-a fost furata umbra reprezinta debutul dramei, ea il sfatuieste pe 
Manole sa nu zideasca pe un astfel de pacat, dar raspunsul lui era ca nu crede in asemenea 
povesti. 

Simina afla unde va construi Manole: Pe temelie/De manastire veche §ipustie. (Tabloul I). Tot 
in acest moment afla ca-i este bolnav copilul si ii cere fratelui sau sa-1 vindece. 

In ciuda deciziei pe care o ia Voda de a nu mai construi manastirea, Iovanca ii cere boierului 
Parvu sa isi dea toata averea pentru a o face partasa la ctitoria lui Voda, alaturi de Milita, matu§a 
ei. Parvu accepta. Astfel, manastirea se va ridica in cele din urma, dar: In orice biruinfa- 
adevarata/ 0-nfrangere se cere mgropata. 

Safirin prinde umbra Iovancai pe marginile unei panze si-i povesteste surorii sale ca a fost 
candva ucenicul lui Leonardo da Vinci, Hind chiar martorul realizarii picturii celebre: 

...§i rodul 

Acesta-i: in icoana traiepe Mona Lisa, 

Dar tot aici pierit-a, caci meperul ucis-a 
Mandrefea dupa fire-n mandrefea dupa har. 

Pricepi, aceasta-i legea cu gustul ei amar: 

Candfirea izvode.pe frumosul maiestrit, 

E osandit izvodul sa piara-n ce-a rodit. 

Aici, pepanza asta §i-n zid am sa inchid 

Eu umbra, umbra doamnei, s-o-nchid §i s-o ucid! (Tabloul II) 

Manole i§i vede transfigurata manastirea in imaginea femeii care-§i ridica pruncul sa prinda 
luna: 

...§i iata, 

Din trupul tau cu vepnea-zidire 
Crescu-n vazduh biserica subfire. 

Din capete cu plete lungi pe spate 
Crescura turle drepte f-nflorate. 

Zburara brafe mid de zodier, 

§i turle noi se rasucira-n cer. 

Din ie, din vepndnt, din cingatoare, 

Mandrefi de piatra se cazneau sa zboare, 

Iar de pe umeri fragezi, cu altife, 


5 L. Bagiu in Mefterul Manole: creatorul vs. omul creator, in revista Saeculum , nr. 5-6/2006, p. 79. 
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Se revarsau cununi cu .ptrubife 
§i rauri impletifi p despletifi 
In ochii mei flamanzi p napadip... 

Simino, azi prin tine har intrat-a 

In visul meu!...Biserica e gata!...! (Tabloul II). Simina Tsi amintestc despre premonitia lui 
Safirin §i se sperie. 

Laitmotivul dramei este umbra, spre deosebire de balada, fiind vorba „de o pcrccptie eliadesca 
a adevaralui ascuns in mituri, in eresuri, in folclor sau in povepi, cum spune Anania, unde 
descopera izvorul irafional care le-a dat napere 6 

imina il apara pe Safirin de Iovanca. Santierul este prezentat in tabloul al Ill-lea, sotiile vin cu 
mancare, dar cea zidita va fi sotia lui Manole, la fel ca in balada. 

„Noutatea acestei opere dramatice, construite din versuri solide ca ni§te bame, incheiate cu 
me§te§ug si pline de incrustafii argheziene, pro vine din dedublarea personajului principal, 
Manole, intr-o persoana noua, parintele Safirin. Ace§tia, impreuna cu perechile lor feminine, 
Simina, respectiv Iovanca, formeaza un careu de opozijii, din care se nastc de fapt toata 
miscarca piesei. In simetrie cu dedublarea personajului central, se inalfa aici doua edificii: caci 
tot un templu zidcstc si Safirin, si tot pentru ve§nicie, numai ca al propriului sau trap, 
neprihanit.” 7 

Iovanca si Simina reprezinta creajia identificata cu feminitatea care inspira §i jertfe§te, prima 
relevand latura demonica, a doua latura serafica, neprihanita a feminitajii. Amandoua au un 
elan vizionar de a castiga s up re m alia asupra crcatici si creatorului. Suprcmatia se obtine prin 
transferal imaginii in cazul Iovancai in arhetip, iar in cazul Siminei prin transferal sufletului ei 
in corpul bisericii. Iubirea Siminei este adusa pe altaral jertfei, prin moartea rodului ei, prancul 
Manola§. Arta prin crcatic iji cere sacrificiu total. Exista o concordanja intre sacridciul Familiei 
Sfinte care sta la baza intemeierii crcstinismului si sacrificiul familiei lui Manole care asigura 
vcsnicia manastirii. 

Safirin isi sacrifica doar iubirea comparativ cu Manole care-si sacrifica copilul, pe sotia sa si 
chiar pe el insusi. Acest personaj este omonimul sculptoralui Andrei Galea din piesa cu acela§i 
titlu, scrisa de Octavian Goga. „In felul acesta Safirin reprima instinctul animalic din propriul 
trap, dedicandu-se exclusiv creajiei, care presupune asceza, daruire fara alternative” 8 

Odata cu aparitia lui Neagoe, Simina ii cere socoteala pentru pretul creatiei, dar este 
sfatuita de doamna Milita: 

Iube§te-{i nu so{ul, ci dragostea lui, 

Pe-aceea iubepte-o! Doar astfel te sui 
La dragostea-nalta, jertfelnica, sfanta 
Aceasta-i dreptatea! De staruie, cuvanta! (Tabloul IV) 

Iovanca se razvrateste si ii dezvaluie iubirea lui Safirin, care nu o accepta pentru ca iubirea lui 
era pretul creatiei sale. Cu toate acestea ea doreste sa-1 infrunte pe Dumnezeu, ea ravneste nu 
sfintenia ci pe sfant. Ii cere o zi din viata lui Safirin, dar acesta, incoraptibil renunta si pleaca 
in lume: 

Ma ucizi?... Acolo-n panza?... In icoana?...In culori?... 

Ah, Simina!... Ea, ea-mi spuse c-o sa pier, ca ma omori 
Intr-un spor de frumuse{e....§i de ce sa mor? Nu sunt 
Vinovata!... Ea darama!... Ca eram ca un pennant 
Care nu-.p cunoape taina aurului ingropat; 


6 Mircea Ghitulescu, Istoria dramaturgiei romane contemporane, Editura Albatros, Bucuresti, 2000, p. 94. 

7 Valeriu Cristea in Piesa vazuta de...., Op. cit, p.432 apud Gazeta literara, nr. 38/1968 

8 Un teatru poetic, in Dramaturgi romani contemporani, Editura Scrisul Romanesc, Craiova, 1983, pp. 252-254. 
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§i-a venit atunci Simina §i-ci zis: iat-o!, §i-a jucat 
Auru-n vapai albastre ...§i de-atunci, mereu, intr-una 
Joaca aurul arde §i se-ngana-n cer cu luna 
§i cu iadul in adancuri...Ah, de ce mi-a spus?... In Blid 
Ccite-p rostul, nu-n /coa?7e/(Tabloul V) 

Prin ctitorirea bisericii si renuntarea la avere nu-i aduce Iovancai desavarsirea spirituals, 
deoarece ea-si construieste biserica pe pamant, nu in ceruri. Patima ei pentru Safirin reflecta 
tocmai conditia limitata a omului. Manole, in schimb este un creator resemnat si-1 indeamna si 
pe Safirin sa se mistuieprin manastire. Safirin il acuza de necrcdinta in Dumnezeu: Anticristu- 
i/ In ochii tai. 

Dumitru Micu conchide: „Ceea ce se petrece acolo reprezinta, in sistemul de judccap rezultat 
din evolujia acjiunii dramatice, proba vie a justejei modului in care Safirin intclcge raportul 
dintre vial,a si arta, eros si creajie, invederand inevitabilitatea sacrificiului. Fascinat de 
frumusejea Iovancai, incoruptibilul calugar o a§aza, dctasata de trupul ce o coniine, in icoana 
Precistei. Prin aceasta, el o restituie pe femeie prototipului ei, ucigand-o ca cxistcnta 
fenomenala” 9 

Boltile se prabusesc din nou, ca raspuns la monologul Siminei, in concurenta cu creatia: 
Frumoasa e§ti! Dar nu mi-l iei! Ai vrea 
sa mi-l rdpepi, crezand ca via{a mea 
Nu-i mai de pref ca piatra maiestrita. 

Dar eu, §i eupot izvori ispita... (Tabloul VI) 

Visul din balada este inlocuit cu femeia in negru, care-i descopera lui Manole zborul pasarii- 
suflet , pasare ce-i arata mesterului un joc de umbre, care cer sa se zideasca un suflet viu. 
Me§terii sunt hop de umbre §i sufera consccinjclc faptelor lor si fac juramantul celei dintai 
venite: 

§tifi voi ce piu femeile-strigoi?: 

Ca-n timp ce ele visul ni-l adapa, 

Mandrefea lor in visul nost' se-ngroapa. 

§i nu ne iarta, meperi maril, nu iartal 

In zidul daramat, in bolta sparta 

E semnul crunt al razbunarii /o/7(Tabloul VII) 

„Mitul mesterului il intereseaza pe Anania numai in masura in care i§i poate ilustra teoria 
umbrei (...) Valeriu Anania dubleaza insa sacrificarea umbrei cu a corpului. Oricum 
umbrologia din Mcsterul Manole este o mare oferta regizorala.” 10 

Simina este cea care ajunge prima si odata cu aceasta veste vine si Parvu care anunta ca Iovanca 
s-a otravit. Sofia mesterului isi lasa copilul, pe moarte acasa, pentru a veni cu pranzul la Manole. 
Ea vede pictura cu chipul Iovancai, dandu-§i seama ca me§terii vor sa-i fure umbra, insa o zidesc 
de vie. In vuietul furtunii se aude un clopot batand rar. Clopotul ar putea anunja moartea 
jupanesei Iovanca sau a pruncului Manola§. 

Epilogul anunta intoarcerea lui Safirin, care-si cauta sora si-si da seama unde este zidita. 
Reclama moartea Siminei lui Neagoe, dar nu este lasat sa sparga zidul. Cei zece mesteri sunt 
urcaji la porunca lui Voda pe schela, apoi porunceste sa se ridice scara,cerandu-le sa-§i 
marturiseasca fapta: 

Miezul viefii 

Nu-i frumusefea, ci dreptatea. Sus! (Epilog) 


9 Dumitru Micu, Scurta istorie a Literaturii Romane, vol. IV, Editura Iriana, Bucure§ti, 1997, pp.36-37. 

10 Idem 
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Voda le cere sa desprinda fiecare bucata de zidire ca sa afle femeia zidita in zid, dar apoi, dore§te 
refacerea manastirii. Manole se opune. Astfel, obtinc marturia lui: 

Un templu pofi sa-lfaci de zece ori, 

Dar dragostea (i-o-ngropi numai o data. (Epilog). 

Mesterii isi fac aripi de sindrile si se inalta in zbor, recastigandu-si mantuirea si nemurirea intru 
desavarsirea manastirii. Prin insasi moartea omului creator manastirea nu se mai darama, trece 
in Uinta neamului romanesc. Doamna Mili(a si femeile i§i desprind podoabele §i le pun pe o 
tipsie. Ultimul gest al oamenilor este revelator in ideea ca to(i daruiesc ceva vesnicici, pentru 
ca manastirea sa dainuiasca, simbolizand unitatea de sacrificiu a poporului roman. 

Piesa a fost scrisa in memorie de catre dramaturg, intemni(at la Aiud, in 1964. Pentru Valeriu 
Anania, a§a cum afirma in marturisirile sale, scrierea dramei a fost un mod de supraviejuire §i 
de depasirc prin spiritual a condijiei umane ajunse la limita existenjei. 

Prin revelajia asupra umanului implicat in c reap a prin sacrificiu, atinge in anumite privintc 
sublimul artei filozofice blagiene in drama cu acclasi titlu, punand la temelia operei etnicul 
romanesc. 

In Me§terul Manole, inainte de a scrie o drama, Anania ilustreaza o teorie ce are §i nu are 
legaturi cu balada. Schema narativa consacrata este dirijata in asa fel incat sa ilustreze o „teorie 
a umbrei”. Umbra este laitmotivul cu intclcsuri ramificate al dramei. Pe de o parte, este vorba 
de o percept) e ce apatine lui Eliade, a adevarului ascuns in mituri, in eresuri, in folclor sau in 
„povcsti”, cum spune Anania, unde descopera „izvoul irational care le-a dat nasterc”. 

Pacatul e ca vechile intclcsuri si le-au pierdut. Doar umbra lor mai geme... Identificarea umbrei 
din marile mituri romane§ti este motivapa fimdamentala a dramaturgiei lui Valeriu Anania. 
„Teoria umbrei” ca metoda de investigate in enigmistica miturilor devine, in Me$terul Manole, 
teoria estetica ce poate fi redusa la ideea transfigurarii artistice: arta nu transcrie realitatea, ci 
este umbra ei sau, mai exact, este umbra „furata” a victii. 

In contrasens cu acceptia uzuala, umbra nu este zona inconstienta a corporalitapi, dimpotriva, 
esenja ei. Ideea te duce cu gandul la fenomenul exploziei atomice care spulbera_corpul dar 
conserva umbra victimei disparute. „Furtul umbrei” care asigura temeinicia creajiei este una 
din superstipile obsesive ale zidarilor din Meperul Manole §i nu numai al lor. 

Cu Greul pamantului, Valeriu Anania iese putin din poveste pentru a se apropia de istoria 
atestata. Prezenja lui Ionija Caloian, sef al statului vlaho-bulgar, a lui Asan si Petru §i al fratelui 
acestora este jumatate istorie, jumatate fiejiune. El vine deopotriva din istorie (conduce, pentru 
un deceniu, statul menponat asezat in coasta Bizanpilui pe la 1200) si din „poveste”, din 
legenda Caloianului: Daca n-a§ mai crede in pove§ti, n-a§ mai crede in nimeni - spune 
personajul. 

Personajele reale (istorice) traiesc laolalta cu duhuri ale pamantului pe un (arm fermecat. 
Este o protoistorie romaneasca sud-dunareana, asa cum Steaua Zimbrului va fi o istorie timpurie 
a romanilor de pe vremea lui Bogdan si Dragos. De fapt, este vorba de un pretext pentru 
sistematizarea unor eresuri, a unei mitologii straromane transformate intr-o religie telurica, 
fundamentata pe „sufletul pamantului”. 

Este si o nara(iune aventuroasa in Greul pamantului, cu imagini violente de la curtea 
bizantina a lui Isac, Anghel §i Alexie, impara(ii din acccasi familie, care se casapesc unii pe 
al(ii, cu ecouri ale crucia(ilor care ataca Constantinopolul in drum spre Sfantul Monnant, dar §i 
un sentiment ecumenic pe care ll poarta in sine Ioni(a fata de biserica Romei §i biserica 
rasariteana, sentiment foarte apropiat omului religios care este Valeriu Anania. 
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Abstract. The present study sets out to take a close look at the way myths, symbols and dreams are related as 
products of the imagination and in doing so, a series of theories about these creations have been used. 
Literature and myths, having the fictional component as common ground, function by the principle of the 
communicating vessels in Octavian Paler's writings as the author uses analogies between mythological 
symbols, the oneiric world and the fictional universe. 
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Octavian Paler este acel scriitor care poate fi caracterizat printr-o multitudine de pasiuni, dar 
poate cele mai reprezentative sunt: lectura, cultura, spatiul ontologic strans legat de origini, 
framantarile interioare legate de natura interioara si credinta in Dumnezeu si, nu in ultimul rand, 
misterele lumii. Aceste preocupari il impulsioneaza pe autor sa faca din spatiul imaginar proiectii ale 
miticului, ale simbolicului si ale oniricului prin reflectare. Prin asumarea anumitor experience se 
infiltreaza in subconstient informatii, care se vor concretiza la nivelul imaginarului. 

In studiul nostru incercam cu ajutorul teoriilor despre mituri, simboluri si vise sa urmarim 
felul in care aceste creatii umane se inrudesc, ca produse ale imaginatiei. Miturile si literatura avand 
in comun cu visul elementul fictiv, functioneaza ca niste vase comunicante in opera lui Octavian Paler 
prin analogiile dintre simbolurile prezente in lumea mitologiei, in lumea fictionala a operei literare si 
in lumea onirica. 

O definitie exhaustive asupra mitului este aproape imposibil de oferit. Una general valabila ii 
apartine lui Mircea Eliade, care sustine ca mitul este o istorie sacra ce „relateaza un eveniment care a 
avut loc in timpul primordial, timpul fabulos al «inceputurilor». Astfel zis, mitul povesteste cum, 
multumita ispravilor fiintelor supranaturale, o realitate s-a nascut, fie ca e vorba de o realitate totala, 
cosmosul, sau numai de un fragment: o insula, o specie vegetala, o comportare umana, o institutie” 1 . 

Omul a incercat intotdeauna sa gaseasca raspunsuri la o multitudine de intrebari, iar la cele 
pentru care nu gasea nicio solutie, incerca sa se intoarca la origini, la povestile mitologice referitoare 
la teme precum: moartea, dragostea, frumusetea, ura, prietenia, razboaiele, boala. Aceste povesti 
constituie importante raspunsuri la preocuparile lui, deoarece ele „se prezinta sub infatisarea unei 
povestiri venite din negura vremurilor, care era deja acolo inainte ca un povestitor oarecare sa 
purceada la nararea ei. In acest sens, povestirea mitica nu tine de inventia individuals, nici de fantezia 
creatoare, ci de transmitere si de memorie” 2 . 


1 Mircea, Eliade, Aspecte ale mitului, Editura Univers, Bucuresti, 1978, pp. 5-6. 

2 Jean-Pierre Vernant, Universul Zeii Oamenii. Mituri grecepi ale originilor, traducere din franceza de Dorin Onofrei, Editura 
Cartier istorie, Chisinau, 2013, p. 9. 
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In acest subcapitol se urmareste o corelationare dintre cele trei elemente, miticul, simbolicul 
si oniricul, prin extragerea acestor concepte din perimetrul operelor literare, asa cum se reflecta ele 
in discursul eseistic al lui Octavian Paler. Pentru abordarea acestor legaturi, interesante ni se par 
considerajiile lui Ovidiu Moceanu, care incearca o apropiere in studiul sau intre vis si literatura, vis 
si mit, respectiv, vis, alegorie, parabola si simbol. Si, nu in ultimul rand, de teoriile lui Sigmund Freud 
despre legaturile dintre vis si creatie literara. 

In imaginarul operei lui Octavian Paler elementele legate de vis si de starea de visare au fost 
intotdeauna o taina nedescifrata care solicita multe intrebari: oare lumea pe care o visez este una 
paralela cu cea in care traiesc, oare de ce unele vise mi se par atat de familiare, sau cum se poate ca 
unele imagini create in timpul somnului sa reflecte deprinderile cele mai intime ale sferei gandirii 
individului. Aceste framantari ajung sa ramana intrebari deschise, la care s-au gasit raspunsuri varii, 
dar niciodata, poate, nu pot fi epuizate. 

Povestile mitologice dintotdeauna au fost puse in legatura stransa cu operele literare, „mitul 
este, prin structura cea mai intima a sa, o creatie vecina cu creatia artistica. Mitul este rezultatul unor 
acte metaforic-revelatoare, modelate de categoriile stilistice pe planul imaginatiei. Prin adancime, 
prin viziunea si prin tiparul lor stilistic, miturile sunt astfel predestinate sa fie intruchipate in arta” 3 . 
In legatura stransa se afla miturile si simbolurile 4 din operele literare, dupa cunoasterea aspectelor 
mitologice este esentiala cunoasterea „unor piloni” 5 , simboluri, care sustin creatia autorilor operelor 
literare si „reprezinta adevarate porti de semnificatie” 6 . 

Marele teoretician si explorator al viselor, Sigmund Freud vorbeste despre trei directii care se 
remarca in evaluarea visului: una care pastreaza ceva din rasunetul vechii supraaprecieri a visului isi 
gaseste expresie la unii filosofi, considerand ca baza viejii onirice este o anumita stare a activitajii 
psihice, celebrand-o chiar ca pe o ridicare pe o treapta superioara (de exemplu, pentru Schubert: visul 
este o eliberare a spiritului din fort a naturii exterioare, o desprindere a sufletului din catusele 
scnzorialita(ii); o alta varianta susjine ferm ca visele izvorasc esenjialmente din niste stimulente 
mentale si reprezinta manifestari ale foficlor psihice, care sunt impiedicate in timpul zilei sa se 
desfasoare liber (in fantasma onirica — Schemer, Volkelt); iar una alta, care ia in considerare 
capacitatea de funcjionare superioara, cel putin pe anumite planuri (cum ar fi memoria), ii este 
atribuita viejii onirice de catre un mare numar de observatori 7 . 

In ceea ce priveste asocierea dintre vis si literatura Freud considera ca intre cele doua nu exista 
mare diferenta, din moment ce creatia literara este rodul celui care viseaza cu ochii deschisi, iar visul 
nocturn este expresia implinirii unei dorinte sau manifestarea unei firici a individului. 8 

O apropiere intre mit si vis se realizeaza in primul rand de Norbert Groeben, constatand ca in 
vis „determinatiile arhetipurilor mitologice sunt dispuse pe planuri diferite, care nu pot fi clar 
separate, au semnificatii fabuloase, fluctuante si in general sunt astfel structurate incat nu pot fi 
abordate intr-un limbaj stiintific-rational” 9 . O alta abordare referitoare la aceasta asociere se poate 
identifica in psihanaliza lui Carl Gustav Jung, prin faptul ca inconstientul inmagazineaza totul (in 


3 Lucian Blaga, Trilogia valorilor III, Arta $i valoare, Editura Humanitas, Bucuresti, 1996, p. 173. 

4 Ethnologic cuvantul simbol vine din grecescul symballein, care inseamna a pune impreuna, are la origine un semn de recunoastere, 
un obiect taiat in doua jumatati, a caror alaturare le permitea purtatorilor fiecarei parti sa se recunoasca drept frati si sa se intampine 
ca atare fara sa se mai fi vazut vreodata, iar in plan ideatic, un simbol este tot un element de legatura, incarcat de meditatie si 
analogie, prin faptul ca uneste elemente contradictorii si reduce opozitii Cf. Luc Benoist, Semite, simboluri $i mituri, traducere de 
Smaranda Badilita, Editura Humanitas, Bucuresti, 1995, pp. 5-6. 

5 Calin - Horea Barleanu, Simbolurile in literatura , Editura Casa Cartii de Stiinta, Cluj-Napoca, 2016, p. 10. 

6 Idem. 

1 Cf. Sigmund Freud. Despre vis, Colectie coordonata de Simona Regintovschi, traducere din germana de Daniela Stefanescu, Editura 
Trei, Bucuresti, 2011, pp. 14-15. 

8 Cf. Sigmund Freud, Scrieri despre literatura fi arta, traducere si note de Dem. Zamfirescu, prefata de Romul Munteanu, Editura 
Univers, Bucuresti, 1980, pp. 5-17. 

9 Norbert Groeben, Psihologia literaturii. §tiinfa literaturii intre hermeneutica fi empirizare, traducere de Gabriel Liiceanu si Suzana 
Mihailescu, prefata de Gabriel Liiceanu, Editura Univers, Bucuresti, 1978, p. 180. 
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imagini 10 ), iar prin vis individul recupereaza de acolo fragmente, astfel dezvoltandu-se un limbaj 
universal preexistent, pe care visul il reactiveaza. * 11 

La randul sau, Ovidiu Moceanu considera ca existenta legaturii dintre vis si literatura trebuie 
corelata cu legatura vis-fictiune. Prin urmare, visul este un mecanism homeostatic, iar imaginatia, 
care produce fictiune, si visul sunt forme de adaptare la realitate, iar astfel „s-ar pune intrebarea daca 
nu exista cumva o necesitate structurala a fictiunii, ca o conditie ontogenetica, implinita sau suplinita 
de existenta visului. Prin vis, situatiile existentiale se multiplica, Uinta, mentinuta in contact cu 
mediul, elaboreaza scenarii, receptate ca o experienta de dincolo de limitele umane. [...] Scriitorul 
pare condamnat sa traiasca visele comunitatii. in visul-opera sau opera-vis, ea se regaseste si poate 
contracara tendintele malefice, consumate in plan fictional.” 12 

Literatura fund o creatie fictionala, ea poate fi interpretata ca o lume paralela cu cea reala; 
prin urmare, intra in logica unei gandiri onirice in care nu se pot decoda structuri specifice, dar se 
creeaza o alta imagine a lumii, de obicei opusa celei obisnuite, iar aceste fenomene inexplicabile in 
structurile carora e greu de patruns pare asemanatoare inefabilului poetic sau fictionalizarii epice. 
Aceste procese au la baza o resemantizare a lumii reale, iar in conceptia lui Ovidiu Moceanu 
imaginatia produce fictiunea si visul, care sunt forme de adaptare la realitate. 13 

Intelegerea lumii in genere se bazeaza pe analogii intre elementele constitutive, se poate 
percepe lumea ca fund un lant de elemente conectate intre ele prin diferite tipuri de legaturi. 
Coabitarea lui Octavian Paler cu miturile, simbolurile si visele este una organica, deoarece majoritatea 
cartilor sale contin aceste trei elemente, fara de care, acesta nu poate crea literatura. In conceptia lui, 
nu exista doar un „timp istoric” ci si „timpul mitologic”, mai putin sesizabil, in care traiesc copiii si 
sfintii. Dar si copilul dupa trairea timpului mitologic va fi capturat de istorie. Oamenii obisnuiti, 
considera Paler, nu au acces la acest timp mitologic, doar il pot dori: „E ca o taina, despre care stim 
lucruri vagi, niciodata prea limpezi, ca despre vise, dar odata luati prizonieri de «istorie», nu mai 
avem decat, cel mult, sansa s-o aproximam. Caci omul modem nu mai poate gandi, in mituri. El poate 
doar sa se duca, in calitate de turist, la poalele Olimpului, sa faca fotografii si sa se mire: cum de nu 
le-a trecut vechilor greci nicio clipa prin minte sa escaladeze Olimpul si sa-i spioneze pe zei?” 14 

Aceasta constatare a lui Octavian Paler trebuie pusa in legatura cu mediul din care provine si 
cu marturisirile sale despre felul lui de dublu insingurat. in primul rand, mediul originar era, pe 
vremea copilariei lui, un sat izolat de lume, unde nu se prea infiltra viata politica, istoria propriu-zisa, 
decat printr-un barbat schiop, trimis de primarie, „care umbla cu o trompeta dogita, anuntand pe la 
raspantii ceea ce credeau autoritatile satului ca trebuia sa se afle” 15 . Acest mediu cauzeaza o treapta 
in procesul de detasare de timpul istoric. In al doilea rand, insingurarea este reprezentata de firea 
scriitomlui de introvertit si sentimental „Caci introvertirea mea s-a manifestat de la o varsta destul de 
frageda. Am avut de mic complexe. Eu eram un baiat timid si cam sentimental (inca de-atunci!). Or, 
oamenii intre care am copilarit erau si foarte realisti, si foarte duri. Nu ezitau prea mult inainte de a 
pune mana pe topor.” 16 . Urmeaza o alta treapta in insingurarea si evadarea lui din timpul istoric intr- 
un timp mitologic, care ii permite manifestarea libera a timiditatii si sentimentalismului, iar, nu in 
ultimul rand, creioneaza o lume mitica interioara, in care orice confruntare este simbolica, iluzorie, 
imposibilul devenind posibil. 


10 O abordare importanta referitoare la imagini este cea a lui Johann Georg Hamann care afirma ca ..Imaginile exprima capacitatea de 
uimire in fata lumii, pe care, cu timpul, omul a pierdut-o. Omul trebuie sa redobandeasca aceasta capacitate, iar calea va fi 
intoarcerea la mit, la imaginile primordiale pastrate in mituri, care atesta fundamentul poetic al naturii umane. Prin intemiediul 
imaginii, ni s-a revelat partea ascunsa a lucrurilor, fiintei (in Ovidiu Moceanu, op. cit. pp. 58-61). 

11 Cf. Ovidiu Moceanu, op. cit., p. 12. 

12 Ovidiu Moceanu, Visul $i literatura, editia a Il-a, Editura Paralela 45, Pitesti, 2002, pp. 10-11. 
l3 Ibidem, p. 10. 

14 Octavian Paler, Calomnii mitologice, Editura Polirom, Iasi, 2013, p. 313. 
l5 Idem. 

16 Ibidem, p. 313. 
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Pe baza experientelor personale aflam despre scriitorul Mitologiilor subiective si al 
Calomniilor mitologice ca el se simte in largul sau in lumea miturilor, iar cealalta lume paralela, cea 
reala il dezamageste atat de mult, incat mai mereu isi doreste sa se refugieze in lumea fictionala a 
romanelor sale, in mediul arhaic, originar al miturilor sau in lumea simbolurilor. O preocupare pentru 
scrierea regelui Solomon, cautarea manuscrisului „Secretului secretelor” este activitatea misterioasa 
a adolescentului, care este invaluit de praful anticariatelor, unde incearca sa dea de acest manuscris: 
„Imi petreceam cam toate dupa-amiezele prin anticariate. Cautatorii de aur n-au cernut nisipul, cred, 
cu mai multa pasiune decat am pus eu in alergatura pe urma «Secretului secretelor»” 17 . 

Printre cele mai des intalnite mituri in operele lui Octavian Paler se numara urmatoarele: Sisif, 
Tezeu, Oedip, Ulise, Ariadna, Prometeu, Narcis, Apollo, Dionysos, Icar, Orfeu, Afrodita, Hermes, 
Don Quijote, Don Juan, Faust, Hamlet. Acestea si multe alte figuri mitologice sunt prezentate de 
Octavian Paler in operele sale, poate nu insiruirea lor este cea mai importanta, ci modul in care autorul 
abordeaza aceste personaje. Niciodata nu le prezinta intr-un mod sec, obiectiv facand apel doar la 
datele fundamentale asupra unui mit, ci intotdeauna le infatiseaza cat se poate de atractiv, subiectiv, 
asezandu-le in situatii de care este preocupat in mod direct. Astfel, avem de-a face cu o resemantizare 
a miturilor, aflate in stransa legatura cu simbolurile operei autorului. Dintre simbolurile preferate de 
Paler putem aminti apa, care apare sub forma valurilor marii, nisipul, cerul mstelat, arborele, oglinda, 
focul, templul, nucleul, nodul, orasul, pasarea, piramida, obeliscul, oceanul, moartea, oprindu-ne 
doar la cele mai semnificative. 

O clasificare realizata de autor enumera miturile „moderne”, care pot fi asezate langa cele 
antice, avand aceleasi principii in comun: „suntproduse de o capodopera literara” 18 si contrazic teoria 
ca miturile nu au autori. Intre aceste mituri moderne se numara Don Juan, un posibil Eros modem, 
„care in loc sa se joace cu zarurile sau arsice, fluiera pe strazile Sevillei” 19 , Don Quijote pe care il 
aseamana cu Proteu, nelasandu-se prins in nicio explicate ultima, Faust „care n-a indraznit, ca 
Prometeu, sa-i tradeze pe zei, dar a sperat, poate, in sinea lui, ca-1 va putea pacali de Diavol” 20 si 
Hamlet care seamana cu Orfeu, deoarece nu poate scapa de melancolii, cum nici Orfeu nu putea scapa 
de amintirea Euridicei. Aceste mituri pot fi revendicate de omul modern, in afara de acestea individul 
care traieste in lumea modema nu e in stare nici sa inteleaga miturile antice, nici sa creeze unele noi, 
considera Octavian Paler, iar din cele autentice au ramas doar clisee. 

Octavian Paler ne ofera o posibila grila de interpretare legata de mituri si simboluri, ultimul 
volum avand ca motto cuvintele lui Oscar Wilde: „Dati-i omului o masca si va va spune cine este”. 
Prin acest citat lectorul poate intelege ca, pentm autor, personajele mitologice sunt, de fapt, masti ale 
eului, care incearca sa raspunda la interogatiile interioare, sa gaseasca legaturi intre pasiunile si 
obsesiile sale, iar pe acestea sa le foloseasca benefic pentm evolutia lui interioara. 
„LecJia Mitologiilor subiective si a unei bune parti din opera lui Octavian Paler este ca Grecia antica 
reprezinta, in fond, un criteriu. Un mod de injelegere a victii, a lumii, a artei, a propriului eu disputat 
intre tendintc centrifugale §i cautandu-§i unitatea in complexitate” 21 . Personaje mitologice tangente 
cu tragicul cum ar fi Oedip, Sisif sau Icar pot demonstra latura melancolica a autorului, iar atractia 
lui pentm mituri, si in alte cazuri, abordarea capata o distantare si nu o identificare cu problematicile 
dezbatute traite de zei sau eroi, cum ar fi cazul lui Ahile, Proteu sau Tezeu. Interesant e de amintit 
capacitatea scriitomlui de a aseza personaje mitologice in opozitie: Apollo - Dionysos, Apollo este 
considerat zeul muzicii si al poeziei, fratele geaman al lui Artemis, parintii lor fund Zeus, regele zeilor 
si Leto, fiica de titan. In povestile mitologice este reprezentat ca un tanar imberb, cu o lira si cu o 
coroana de lauri pe fmnte strabatand cemrile cu un car tras de patm cai albi; este infatisat avand puteri 
vizionare si de vindecare a bolilor, poate fi considerat si un areas, sagetator si in acelasi timp zeu al 


ll Ibidem, p. 303. 

]H Ibidem, p. 13. 
l9 Idem. 

20 Idem. 

21 Daniel Cristea-Enache, Melancolii eline, prefata in Octavian Paler, Mitologii subiective, editia a III-a, Editura Polirom, Iasi, 2009, 
p. 9. 


572 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


luminii. 22 Pentru Octavian Paler, cei doi sunt in opozitie: „Cata vreme sta cu aceasta fata intoarsa spre 
soare, grecul antic are linistea lui Apollo, lumina ce limpezeste totul. [...] Apollo e tot numai 
echilibru, frumusete rece, majestuoasa si inumana, in vreme ce, in preajma, Dionysos trece cu mainile 
pline de o tarana a tuturor suferintelor si bucuriei, beat de dansul sau pe struguri, patimas, tenebros si 
exuberant.” 23 . 

Prin crearea legaturilor dintre personaje mitologice se stabileste o ordine interioara, in 
conceptia lui Octavian Paler: „Ordinea launtrica a lui Sisif este sa priveasca muntele plin de speranta; 
a lui Oedip, sa urmeze cu tenacitate adevarul; a lui Ulise, sa se intoarca in Ithaca; a lui Icar, sa zboare 
cu riscul de a muri” 24 . Prin urmare, de la fiecarc personaj trebuie sa invatam o lectie de viata, daca 
Sisif ne dezvaluie speranta in situatii limita, atunci Oedip ne instruieste in arta de a ramane, indiferent 
de situatie, fermi in a urma adevarul, Ulise ne invata perseverenta, iar Icar dezvaluie cele doua laturi 
existentiale intre care isi manifests menirea: cerul si apa marii. 

Prin aceste personaje mitologice se poate ajunge la simbolurile operei lui Octavian Paler, 
astfel de numele lui Icar se leaga cerul si marea, doua extreme, pentru care scriitorul are o fascinatie 
aparte. Marea este pentru autor acel mediu unde se simte in largul lui, este acel mediu germinatoriu, 
unde se simte liber: „Marea mi-a dat ceea ce nu mi-au dat nici religia nici alcoolul. O stare in care nu mai 
aveam probleme. Nisipul fierbinte al plajei pe care ma tranteam dupa ce ieseam din apa, obosit de inot, ma 
relaxa si, totodata, imi ametea simturile. Imi dadea un soi de betie lucida. Nimic din ceea ce ma preocupa in 
mod obisnuit nu mai exista. Nu mai conta decat caldura care imi invada tmpul. Inchideam ochii si ascultam 
bolboroseala valurilor din care, exact ca din delirul Pythiei la Delfi, puteai intelege ce voiai” 25 

Acest simbol apare in foarte multe scrieri ale sale, in diferite ipostaze, dar cea mai autentica 
marturisire in acest sens o gasim in Convorbirile cu Daniel Cristea-Enache, deoarece este asezata in 
contextul istoric, si in relatie cu celelalte obsesii ale lui. Marea si desertul sunt cele doua mari pasiuni 
ale scriitorului, care reusesc sa-1 smulga din istorie, din viata cotidiana, sa-1 faca sa se detaseze de 
problemele existentiale, parca ar fi o epifanie, unde elementul sacru din lumea profana ar reusi sa-1 
introduca in lumea miturilor proprii, „Sa cred, oare, ca ambele pasiuni au ceva in comun, scotandu- 
ma din «istorie» (neplacuta oricarui introvertit, banuiesc) si dandu-mi o stare apropiata de 
«mitologie»?” Prin aceasta interogatie incearca sa explice impactul elementelor exterioare asupra 
celor interioare, reusind sa ajunga la raspunsuri. Aceasta explicatie este o forma de rezistenta 
impotriva istoriei, care i-a adus multe framantari, astfel eliberarea totala de acest timp al cotidianului 
este posibila prin regresul intr-o lume a mitologicului, deoarece zeii 1-au intimidat totdeauna mai putin 
decat oamenii. Astfel „regresul” temporal isi largeste orizonturile catre un progres spiritual. 

Cele patru elemente primordiale, apa, focul, aerul si pamantul sunt prezente in opera lui 
Octavian Paler, Hind asezate in contextul mitologiei si in acela al reveriei. Dupa Gaston Bachelard, 
„visele sunt dependente de cele patru elemente fundamentale” 26 , fiecarui temperament atribuindu-i 
un element primordial. Pentru Octavian Paler apa este elementul specific si la nivel oniric. Dar 
cunoastem premisele lui Ovidiu Moceanu prin care visul este o parada a mastilor, iar lumile paralele 
sunt urmatoarele: lumea reala a senzatiilor, a observatiei directe a corporalitatii, lumea onirica a carei 
esenta s-ar apropia de ceea ce intelege Andrei Plesu prin mundus imaginalis si lumea tainica a 
categoriilor, a adevarurilor ultime exprimate prin simboluri, alegorii si parabole. Lumea onirica isi 
are radacinile in facultatea imaginative a omului, din capacitatea de a transforma in imagini, senzatii, 
stari, idei. 27 


22 Marise Belmonte, Margarita Burgueno, Dictionanil de mitologie. Zei, eroi, mituri §i legende, traducere din limba spaniola de 
Daniela Ducu, Editura All Educational, Bucuresti, 2013, pp. 11-20. 

23 Octavian Paler, Calomnii mitologice, ed. cit., pp. 157-158. 

24 Octavian Paler, Mitologii subiective, Editura Polirom, Iasi, 2009, p. 39. 

25 Octavian Paler, Convorbiri cu Daniel Cristea-Enache, Editura Polirom, Iasi, 2012, pp. 52-53. 

26 Gaston Bachelard, Apa $i visele. Eseu despre imaginatia materiei, traducere de Irina Mavrodin, Editura Univers, Bucuresti, 1995, 

p. 8. 

27 Cf. Ovidiu Moceanu, Visul p literature, ed. cit., pp. 38-39. 
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Conform lui Andrei Plesu existenta lumii imaginale este o lume a sufletului, o gandire in 
imagini, situata intre lumea senzatiilor si lumea intelectuala alcatuita din imagini 28 . Intervalul 29 dintre 
cele doua lumi poate fi perceput ca o legatura dintre cele doua lumi, prin care conceptul de imaginativ 
se stabileste intre imaginar si imaginal. 

In conceptia lui Ovidiu Moceanu, lumea creatiei se identified cu lumea onirica, astfel la 
Octavian Paler elementul germinator al creatiei si al vietii de creator al operei literare se poate 
caracteriza prin pasiunea lui pentru mare, apa. Apa apare si in creatiile lirice in diferite ipostaze, 
„ploile lumii” 30 , „apa limpede” 31 , „marea” 32 , demonstrand ca la nivelul discursului poetic se 
reliefeaza lumea lui mundus imaginalis. Astfel, se poate demonstra ca la nivelul operei lui Octavian 
Paler obsesiile identitare se ivesc dintr-un strat profund al flintei, din timpul mitologic, unde autorul 
se refugiaza, in profunzimea launtrica, a carei existenta nu trebuie interogata ci doar acceptata, ca un 
strat al eului sau al subconstientului creator. 

Marea este strans legata de mituri prin faptul ca imaginea ei 1-a ajutat pe Octavian Paler sa se 
dezlipeasca de timpul istoric, izgonindu-1 in timpul mitologic, launtric preferat de scriitor: „oricum, 
la mare (unde trupul e mai important decat sufletul) am inteles, cu adevarat, de ce Afrodita, le-a tinut 
partea troienilor, in razboiul troian, si de ce nici un pudibond din Antichitate nu s-a scandalizat ca 
templele nu s-au nascut din spuma marii si de ce ea este considerate zeita dragostei, primind de la 
Paris, premiul care o consacra ca cea mai frumoasa dintre zeite” 33 . Fragmentul care exprima aceasta 
idee se gaseste in volumul Mitologii subiective: „Pentru ca toata desavarsirea frumusetii tale poarta 
urma unei maini omenesti ca si coloana Parthenonului. Nicaieri ca acum n-am inteles mai bine 
uimirea persilor in fata elinilor, care stateau pe o bucata de pamant arid, in fata marii, si discutau 
despre fericire. In camea ta, zeita, palpita toata aceasta sete de fericire, toate sperantele si temerile 
trupului intins pe nisip, langa marea inflorind in lumina” 34 . 

O alta figura mitologica amintita des in operele lui Octavian Paler este Narcis, considerat de 
autor cel mai calomniat personaj din istorie, lumea vazand in el un vicios, un egolatru, care s-a 
indragostit de propriul chip frumos, dupa care s-a sinucis. Aceasta ar fi pe scurt povestea personajului 
mitologic, dar un amanunt important lipseste, marturiseste scriitorul, nimeni nu vorbeste despre acest 
aspect, care schimba aceasta poveste, faptul ca Narcis era un misogin, iar Nemesis, zeita care veghea 
la pastrarea ordinii in univers, neputand tolera misoginismul ,,1-a pedepsit pe Narcis sa se uite in 
fantana si sa se simta atras de chipul sau. Tot ce se intampla la fantana de care se face atata caz este 
consecinta acestui fapt. [...] Narcis a intrat, ca si Oedip, in destin. El executa o pedeapsa, o sentinta 
divina, indragostindu-se de chipul sau! Ceea ce, evident, schimba intreaga perspective din care trebuie 
privit” 35 . Aceasta abordare schimba parerile despre calomniatul Narcis, punandu-1 in relatie cu Oedip. 

El era un alt personaj care sufera din cauza destinului amamic, fiul lui Laios si al Iocastei 
abandonat dupa nasterea sa din cauza unui oracol conform caruia el ar urma sa-si ucida tatal si sa se 
culce cu mama sa, ceea ce si va face fara sa vrea si fara sa she. Freud a descoperit complexul lui 
Oedip: dragostea pentru parintele de sex opus si ura, rivalitate pentru parintele de acelasi sex, desi 
ambele forme se pot combina in diverse feluri. Marturisirea autorului este cutremuratoare, el doreste 
sa cunoasca adevarul: „Voiam sa inteleg lumea cu inima mea. Si din aceeasi pricina imi reamintesc 
mereu. Memoria mea e ca o rana care sangereaza. Si totul este viu si destin in mine, deoarece memoria 
este destinul meu [...] suntem ceea ce vor imprejurarile vietii mele. [...] As spune ca Oedip se 
transforma pe sine insusi in zeu, un zeu care sufera, totusi nu mai putin zeu cata vreme e liber si nu 


28 Andrei Plesu, Limbapasarilor, Editura Humanitas, Bucuresti, 1994, p. 265. 

29 Cf. Andrei Plesu, Despre ingeri , Editura Humanitas, Bucuresti, 2003, pp. 18-20. 

30 Octavian Paler, Poeme, Editura Semne, Bucuresti, 2008, p. 6. 

31 Ibidem, p. 14 

32 Ibidem, p. 16. 

33 Octavian Paler, Mitologii subiective, ed. cit., pp. 191-192. 

34 Ibidem, pp. 193-194. 

35 Octavian Paler, Calomnii mitologice, ed. cit., p. 160. 
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regreta raspunsul dat sfinxului” 36 . Totusi pentru acest adevar se plateste prea scump, „Orbirea sa nu 
e atat o sentinta, cat asceza. In momentul acela a vazut clar inlauntrul sau. Singura sa revolta ramane 
acceptarea” 37 . 

Un alt personaj mitologic des amintit de Octavian Paler este Sisif a carui problematica ni se 
dezvaluie pe larg in Scrisori imaginare, in textul adresat lui Camus, dar, asa cum am aratat, desi multe 
dintre scrieri abordeaza aceleasi personaj e mitologice, intotdeauna adauga idei noi despre fiecare, 
contextualizarea in cazul fiecarei opere fiind alta. In Mitologii subiective destinul lui Sisif este 
identificat cu cel al lui Oedip si Don Quijote: 

„.. .ca totul se rezuma la acest munte in afara caruia nu exista nimic si ca stanca nu e decat curajul de 
a ne atinge destinul. In masura in care intelegem acest lucru, Sisif poate fi nefericit sau nu. Drumul lui 
trece, de la al lui Oedip, pe la raspantie unde va trebui sa aleaga intre ceea ce da glorie muntelui sau il 
umple de singuratate. [...] Vad in stanca impinsa de Sisif dovada ca-si atinge cu mainile destinul si nu 
se inspaimanta de acesta. E victoria lui cea mai pura. Nici lui Don Quijote, un Sisif al himerei, sau lui 
Hamlet, un Sisif al melancoliei, nu le cerem altceva decat consecventa cu sine. Un Sisif dezabuzat, 
impingandu-si in sila stanca, ar semana unui Don Quijote care ar incepe brusc sa rada de morile sale 
de vant. Desigur, nu uit ca Sisif cauta un sens efortului sau” 38 . 

Eroul poate cel mai iubit de Octavian Paler este Don Quijote, dezvaluind acest lucru, doar in 
Calomnii mitologice. Insa in aceasta opera avem un sir de argumente cu exemple, prin care scriitorul 
incearca sa demonstreze motivul admiratiei sale pentru acest personaj. In primul rand, Octavian Paler 
crede ca nu au exagerat cei care au crezut ca Don Quijote este un „Christos spaniol” 39 , deoarece Iisus 
raspandea credinta in iubirea aproapelui, iar Don Quijote credea in iluzii, iar pentru ambele personaje 
drumul este unul fara intoarcere. In al doilea rand, nu se va intelege nimic din seriozitatea cavalerului, 
daca toata lumea vede in el un personaj amuzant. Cea mai mare problema, constatata de scriitorul 
fermecat de personajul lui Cervantes, este ca lumea modema nu mai intelege iluziile, acestea au fost 
schimbate in pragmatism, nu se mai poate percepe valoarea cavalerismului, deoarece la moda e 
eficienta si vulgaritatea, iar daca vine vorba de idealism, aceasta este absolut nerentabil si anacronic 
pentru omul contemporan. 

Referitor la aceasta problema se impune o interogatie: „...nu cumva ultima iluzie e sa crezi 
ca nu mai ai nicio iluzie?” 40 Inainte sa serveasca lectorului raspuns la aceasta interogatie, scriitorul 
incearca sa lamureasca problematica nebuniei, iar dupa aceasta abordare demonstreaza ca Don 
Quijote e cat se poate de logic, doar ca pentru a intelege logica lui, trebuie avute in vedere mai multe 
aspecte. 

Drept urmare, trebuie avut in vedere „ca spaniolii au redus numarul muzelor de la noua, cate 
imaginasera zeii la trei: Dragostea, Viata si Moartea. Si recunosc, abia cand am pus acest amanunt in 
legatura cu Don Quijote i-am inteles, cu adevarat, talcul.” 41 Dupa rationamentul scriitorului povestea 
cavalerului de aceea e logica, deoarece toata aventura lui si lupta impotriva morilor de vant depinde 
de sansa ca are cui s-o inchine. Fara Dulcineea, lupta lui crancena cu morile de vant nu are sens. Iar 
astfel, toata povestea cavalerului capata o alta dimensiune, viata lui nu mai e doar un drum intre 
nastere si moarte, ci e un tel limpede catre care se indreapta, si pentru el nu conteaza ce crede lumea 
despre el sau daca toti din jural lui il cred caraghios. El are o pasiune, iar aceasta ii ofera urmatoarea 
certitudine, cele „trei principii. Unu: nu se poate iubi, cu adevarat, decat o singura data. Doi: dragostea 
e un motiv suficient pentru a trai. Trei: important in viata e sa ne straduim pana la capat.” 42 . Astfel, 
Don Quijote e in stare ca pentru acest vis sa renunte la trecut, la amintiri, dar isi creeaza o noua 
identitate pentru a-si indeplini visul, prin analogie cu Gauguin, care a intors spatele civilizatiei pentru 
a descoperi limbajul originar al artei. 


36 Octavian Paler, Mitologii subiective, ed. cit., pp. 27-33. 

37 Ibidem , p. 33. 

38 Ibidem, pp. 69-72. 

39 Octavian Paler, Calomnii mitologice, ed. cit., p. 76. 

40 Ibidem , p. 78. 

Ibidem, p. 79. 

42 Idem. 
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Pentru scriitorul Octavian Paler aceste personaje sunt adevarate modele, deoarece ambele ar 
fi in stare de orice sacrificiu pentru pasiunile lor, prin urmare, nu se poate crea opera de arta, doar 
prin pasiune, credinta, talent si dintre toate pasiunea este poate cea mai importanta. Prin aceasta 
constatare ajungem la proiectia castelului imaginar de catre oricare creator, castelul fiind acel turn 
de Hides, un laborator al creatiei. Prin abandonarea timpului istoric si saltul in mitologic, in fictional: 
„Don Quijote a iesit in afara istoriei” 43 , „si, uneori, mi-a reusit de minune, credeti-ma, tendinta de a 
inlocui viata cu idei despre viata”. Astfel, Octavian Paler reuseste sa se identifice la nivel ideatic cu 
personajele mitologice, ajungand sa se refugieze in lumea preferata si controversata a ideilor pure. 

Prin urmare, asa cum si Don Quijote e constient ca intr-o lume in care „morile de vant sunt 
doar mori de vant si nu pot fi transformate, prin iluzie, in altceva, viata devine tema” 44 , la fel, fara 
mitic, simbolic si oniric, fara imaginar, iluzie, fictiune nu exista opera de arta. Pe langa toate acestea, 
opera de arta isi are codul ei specific prin care va filtra iubirea, speranta si increderea in reusita, in 
contrast cu lumea superficiala din jur, care nu va reusi sa se ridice niciodata la nivelul unei receptarii 
autentice. 

„Si apoi de ce am vorbi de un esec al lui Don Quijote? El ramane pana la sfarsit cu credinta ca singura 
glorie care merita sa fie dorita intr-o viata de om este gloria de a iubi. Nu vi se pare ca o asemenea 
convingere este un argument putemic pentru a vedea, de fapt, in povestea lui Don Quijote adevaratul 
mit al dragostei? In plus, n-am putea trece indiferenti pe langa un alt adevar, deloc neglijabil. In 
aventura lui Don Quijote, dragostea nu depinde de nimic! Nici macar de reciprocitatea sentimentelor, 
ca in povestile obisnuite. Pentru Don Quijote - repet - n-are importanta daca Dulcineea e sau nu e asa 
cum o viseaza el. Si nici ce simte ea. Ceea ce cauta el duce de fapt, cu sine, idealizand lumea pentru 
a-i da un inteles. De ce sugereaza sa verifice adevarul? El si-a fixat o misiune si a decis s-o duca pana 
la capat, oricat ar chioti cei din jur. Spuneti, poate fi asa ceva o logica de nebun?” 45 verifica citatul, 
pare ca nu e bine ceva 

Prin prezentarea personajului model Don Quijote Octavian Paler ajunge sa se identifice cu 
problematica prezentata, imbinand autenticul cu intimitatea visului initiatic, care are menirea de a 
purta initiatul intr-o alta lume printr-o cunoastere si o calatorie imaginara. 

In cazul lui Octavian Paler visul capata valente vizionare transportand eul calator in ceea ce 
H. Corbin numeste lumea imaginala care presupune existenta in fiinta umana, la un anumit nivel de 
constiinta, a „unor puteri pe care civilizatia noastra occidentals poate ca le-a atrofiat sau paralizat’ ,46 , 
puteri despre care Corbin descopera marturii la misticii iranieni; este vorba aici nu de presimtire, nici 
de calatorie, ci de viziune. Impunerea unei viziuni este functia totalizanta a visului, exprimand 
totalitatea sinelui si contribuind la fonnarea ei. Prin urmare, visul poate fi conceput ca o mitologie 
personalizata, sustinuta si de urmatorul citat: „Este foarte adevarat ca mitul insusi are, undeva in 
structurile sale inaugurale, o intentie de a stapani necunoscutul povestindu-1, dat si de a depasi 
frontierele timpului istoric sau personal, prin debarasarea de orice limite ale existentului” 47 . Aceasta 
problematica apare si la Mircea Eliade, care sustine ca mitul devine un impuls interior al individului 
de a se etemiza: „Ne intrebam daca aceasta dorinta de a transcende propriul timp, personal si istoric, 
si de a ne cufunda intr-un timp strain, fie el static sau imaginar, va fi vreodata extirpat. Cat timp 
dainuieste aceasta dorinta, putem spune ca omul mai pastreaza inca, macar ramasitele unei comportari 
mitologice” 48 . Prin urmare, aceasta transpunere a eului creator la nivelul miturilor ofera iesirea din 
granitele proprii si patrunderea in subsidiarul fondului mitologic ascuns. 


43 Ibidem , p. 91. 

44 Ibidem, p. 81. 

45 Ibidem, p. 82. 

46 http://mvthologica.ro/visul-vehicul-si-creator-de-simboluri/ accesat in data de 13. 03. 2016. 

47 Diana Campan, A. E. Baconski - solitarul de catifea, Editura Academiei Romane, Bucuresti, 2013, p. 133. 

48 Mircea Eliade, Aspecte ale mitului, Bucuresti, Univers, 1978, p. 180. 
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THE TEMPTATION OF ANDROGYNY IN MIRCEA CARTARESCU'S WORK 


Silvia-Maria Munteanu 
PhD, "D. Ghika” Technical College, Comane$ti 


Abstract: This study proposes an analysis of the Mircea Cartarescu ’modalities of including mythical 
echoes in his novel. A privileged place is occupied, in the cartarescian prose, by the androgynous being. 
Easily traceable throughout the fictional pages, the temptation of androgyny implies a double 
explanation: on the one hand, the deviant sexual taste of the post-modernist individual, inclined to the 
genetic inter-determination, trans-sexuality, heterosexuality, homosexuality and the travesty, and who 
is willing to embrace new revelational experiences. On the other hand, the Androgen can easily be 
considered as a synonym for the Everythingness which every one of the characters teds to achieve. 
Consequently, the sexual experience is regarded as a bridge connecting with the transcendent and the 
apocalypse. 

Keywords: child, father, irony, mother, (a false) Oedip 


Motto: „Misterulpoetic este o androginie”. (Gaston Bachelard) 


Existcnta unui substrat mitic nu poate fi negata nici in cadrul discursului postmodern ca 
o realitate preexistenta a literaturii in genere. Literatura poate indeplini o funcjie mitica, 
deoarece ofera Iiinjei umane oportunitatea de a dcpasi bariera temporala, integrandu-se ritmului 
etem al trecerii prin (re)trairea altor istorii. In acest context, literatura poate asigura o anume 
supraviejuire a mitului §i, implicit, a sacrului. 

Pomind de la definijia data de Mircea Eliade „Mitul poveste§te o istorie sacra; el relateaza 
un eveniment care a avut loc in timpul primordial, timpul fabulos al «inccputurilor»”', se pare 
ca mitul traicstc, deoarece colectivitatea il asuma drept expresie a unei realitaji, drept arhetip. 
Un astfel de arhetip este androginia, care „era prin cxcclenta formula totalitapi” 1 2 , ceea ce 
dovede§te nostalgia omului dintotdeauna dupa unitatea pierduta. 

Mircea Cartarescu a valorificat in crcapa sa aceasta sursa mitologica, rcusind sa 
proiecteze o iubire magica, presarata cu accente incestuoase, a doua suflete pereche ce sfar§esc 
prin a-§i schimba trupurile. Miza acestui demers consta in a descoperi resorturile creatoare de 
re-interpretare a mitului androginului in nuvela Gemenii, uzitand simboluri cunoscute, dar 
intrejesute intr-un labirint oniric, mitologic, livresc §i fantastic. Parcurgand un traseu aparent 
romantic, aceasta iubire corespunde idealului autorului de a descoperi Totul. 

Dincolo de povestea propriu-zisa a oricarui mit, poate fi subinjeleasa §i o latura inefabila, 
care suscita interesul omului actual de a-i descifra cele mai ascunse injclcsuri, de a reface traseul 


1 Mircea Eliade, Aspecte ale mitului (in romane§te de Paul G. Dinopol, prefa^a de Vasile Nicolescu), Bucure§ti, Editura 
Univers, 1978, pp. 5-6. 

2 Idem, Mefistofel §i Androginul (traducere de Alexandra Cunila), Bucure§ti, Humanitas, 1995, p. 103. 
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labirintic al mitului, conturat prin intrepatrunderea realului cu fantasmagoriile si riturile 
specillcc omului arhaic. Mitul nu exista fara o dimensiune supranaturala, pentru ca el a luat 
fiirda din inclcstarca omului cu o putere care-1 depafea, pe care nu o putea stapani. 

Mitul Androginului poate fi considerat un mit literar, moftenit din traditia antica greaca; 
el a devenit o forma de expresie care ii permite cititorului o multime de interpreted, iar autorilor 
o anumita libertate in reconsiderarea, rescrierea din diverse perspective si cu varii intcntii a 
aceleiafi scheme mitice. Fascinatia fiinjei androgine strabate intreaga lume mitica, pomind de 
la sugestia textului biblic si atestata in randul lumii antice prin prczcnta fiinjci primordiale 
androgine. Pe parcursul devenirii sale, integritatea omului va fi distrusa fi, implicit, 
dimensiunea sa androgine. Omul ifi pierde puterea nelimitata fi autosuficienta, dar continue sa 
lupte a redobandi unitatea, cautandu-fi jumatatea. De aici, ideea exprimate de Bohme cu privire 
la diferenjierea sexelor, strans legate de conceptul de androginie. 

Pentru a intclcgc acest mit, se cuvine a porni de la Platon. In dialogul Banchetul sau 
Despre amor 3 , Aristofan rostefte un discurs din care aflam existcnta unui al treilea tip de 
umanitate primitive: fiinja androgina, aflata sub imperiul lunii. Aceasta creature sferica poseda 
ambele sexe fi era inzestrata cu capacitaji deosebite, dar fi un orgoliu nemasurat (considerat un 
hybris, ce separa fiinja umane de natura divine). Fascinajia fi puterea nemasurata ale acestei 
fiintc atrag pedeapsa zeilor, care o sancjioneaza, injumatatindu-i puterile: jumatatea masculine 
fi jumatatea feminine: „Suntem, deci, indreptajiji sa ne gandim ca separarea sexelor este 
conceputa ca un «traumatism», pomind de la care omul patrunde in coordonatele deloc 
incantatoare ale timpului profan” 4 . Patosul mitului povestit de Aristofan aduce un elogiu zeului 
Eros, unicul capabil a reface perfecjiunea dupa care tanjefte omul. Aristofan arata ca iubirea 
este o forja suprema care-i permite llinjei umane sa se intregeasca, sa nazuiasca spre o „stare 
de plenitudine originara” 5 . 

Demitologizand starea de androginie, se poate „concepe o asemenea stare ca pe aceea a 
unei fiintc absolute (nescindata, neduala), a unei integralitaji sau unitaji pure, fi tocmai de aceea, 
ca pe o stare de imortalitate” 6 . Aceasta idee reiese fi din discursul Diotimei fi se afla in corelajie 
cu iubirea spiritualizata sau platonica. 

O conccptic diferita este exprimata de C.G. Jung: el afirma ca arhetipurile animus fi 
anima sunt deopotriva prezente la nivelul inconftientului fiecami individ fi in procesul de 
individuate unul dintre ele devine preponderent, celalalt punand stapanire definitiv pe 
inconftient. Viaja traiefte in fiecare barbat prin anima, de aceea imaginea femeii eteme este 
purtata de sufletul sau fi va fi proiectata inconftient asupra persoanei iubite: „In inconftientul 
barbatului exista o imagine colectiva moftenita a femeii, cu ajutorul careia acesta sesizeaza 
cscnta feminina” 7 . Dualitatea masculin/feminin nu face trimitere la Androginul primordial, ci 
la o structura psihica androgina a oricarei fiinje umane. 

Consecinja livresca, viziunea lui Mircea Cartarescu pare a fi mai apropiata de conceptia 
jungiana a androginiei, pe care o convertefte in dcviatic genetica sau indeterminare psihica sub 
presiunea ftiinjei postmoderne, ahtiata sa descopere totul din fiinja umana. Transsexualitatea 
este considerate, in epoca actuala, o problema psihologica de catre specialifti, fiind tratata in 
clinici de specialitate; autorul o trateaza insa cu mijloacele lictiunii, gasind porti de acces ireale 
fi onirice pentru personajele care au intuijia dual itaji i sau vor sa simta senzajia total itajii. 

O sete neincetata de re-intregire (sau fascinajie duala?) stapanefte ipostazele umane din 
lirica fi proza cartaresciana, devenind metafora poetica a Totului spre care tinde Uinta 


3 Cf. Platon, Banchetul, (traducere, studiu introductiv ?i note de Petru Crepa), Bucure§ti, Humanitas, 1995 

4 Jean Libis, Mitul androginului, (traducere din limba franceza de Cristina Muntean), Cluj-Napoca, Editura Dacia, 2005, p. 
76. 

5 Platon, op. cit., p. 42. 

6 Julius Evola, Metafizica sexului (traducere de Sorin Marculescu, edi(ia a treia), Bucure§ti, Humanitas, 2006, p. 93. 

7 A pud Jean Libis, op. cit., p. 89. 
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incomplete §i, implicit, autorul. Este evidenta prelucrarea arhetipurilor jungiene - anima §i 
animus - care avansau ipoteza cocxistcntci celor doua dimensiuni inconstientc in liccarc 
individ. Conccptia lui C.G. Jung poate fi corelata cu o mai veche credinja despre conditia 
androgina a omului, despre care vorbea Thomas Laqueur (din care regasim citate in Jurnalul 
lui Mircea Cartarescu): in Renapere, genul nu indica cu precizie sexul biologic, deoarece 
„Genul face parte din ordinea lucrurilor, iar sexul nu este nici complet conventional, nici ferm 
corporal” 8 . Medicina renascentista considera ca exista un singur sex, iar penisul constituia un 
simbol al puterii, atribuind posesorilor un statut privilegiat si incadrarea in tagma baiejilor, de 
natura superioara. Spre deosebire de ei, cealalta categorie poseda penis intern si se incadra in 
statutul inferior al fetelor: „Masculinitatea §i feminitatea nu rezidau in nimic anume. Astfel, 
pentru hermafrodiji intrebarea nu era «ce sex sunt cu adevarat», ci din care gen a imprumutat 
mai mult arhitectura corpurilor lor” 9 . De aici rezulta indeterminarea sexuala a personajelor 
create de scriitor, aflate permanent intr-o confuzie identitara, cu stari halucinatorii si onirice sau 
tanjind dupa faptura androgina, suficienta sie§i. 

Versul ,,femeiescul acela din mine pare sa fi pierit, in fine ” (.Autoportret pe spatele lucios 
al unei lingurife 10 ) transmite sentimentul de upirare al eului masculin, eliberat de povara 
animei. Involuntar, ne ducem cu gandul la alte personaje conturate de autor, care traiesc angoasa 
propriei identitaji, fantasma unor coditc blonde, prenumele Mircica sau viziunea dublului 
feminin intr-o oglinda sau amintire-ecran. 

Mitul androginului pare a fi constituit un stimulent pentru imaginajia creatorului 
postmodern in nuvela Gemenii. In proza scurta, grani(a dintre existential si estetic tinde sa se 
estompeze pana la disolujic, utilizand toate limbajele, procedeele, temele existente si comunica, 
pe fragmente, cu diverse categorii de cititori. Placerea jocului o ia inaintea valorii educative. Se 
cvidenjiaza tendinja de rccastigarc a valorilor umane personaliste prin intoarcerea autorului in 
text. Se evita capcanele naivitapi confesive prin deconspirarea mecanismelor textuale. 

Insup titlul nuvelei - Gemenii - are valentc mitice p face trimitere la 
androginia/dualitatea fiinjei primordiale: „Mitul si simbolul gemenilor exprima ideea 
diferenjierii Unului, scparajia, polaritatea, dar p armonia sau complementaritatea contrariilor, 
reducjia multiplului la Unu” * 11 . Posedand o putere divina sau demonica, gemenii erau 
considerap periculosi, astfel ei erau ucisi dupa na§tere in unele traditii. in cadrul traditici indo- 
europene, gemenii erau insa asociaji eroilor civilizatori, avand deci insu§iri benefice. Semnul 
zodiacal al gemenilor este reprezentat in zodiacul copt prin imaginea a doi amanfi 12 , 
prefigurandu-se in acest mod cvolupa relapci celor doi protagonisti ai nuvelei. Pe de alta parte, 
personalitatea gemenilor dezvolta un mecanism de autoaparare impotriva „suprematici 
afectivita(ii: viata sensibila este tinuta la respect, suspectata §i zeflemisita, circumscrisa in sfera 
unui eu preocupat sa traiasca in tihna liberei apartenenje la sine insusi. De aici decurge unproces 
de cerebralizare care confera, intre altele, gustul pentru joc, placerea cxcrcipului ideilor si a 
dialogului spiritual, elanul intcligentci” 13 . Aflat sub zodia gemenilor, personajul Andrei ip 
confeseaza pasiunea pentru lectura (Camus, Kafka, Sartre, Celine, Bacovia, Voronca, Rimbaud, 
Valery, Virginia Woolf, Dostoievski etc.), inclinapa spre studiu §i tcndinta de izolare intr-o 
lume proprie, spirituals, evitand placerile comune ale adolcsccntilor, care includeau si idilele 
specifice varstei. Pornind de la ideea ca „gemenii constituie [...] unul din avatarurile Unitajii- 


8 Thomas Laqueur, Corpul §i sexul de la greci la Freud (traducere din engleza de Narcis Zamescu), Bucure^ti, Humanitas, 
1998, p. 121. 

9 Ibidem , p. 127. 

10 Mircea Cartarescu, Dragostea , , (poeme, 1964 - 1987), Bucure§ti, Humanitas, 1994, p. 126. 

11 Ivan Evseev. Dicfiouar de simboluri fi arhetipuri culturale, Timisoara, Editura Amarcord, 2001, p. 75. 

12 Cf. Jean Chevalier, Alain Gheerbrant, Dicfionar de simboluri, vol. II, (trad. rom. a fost facuta dupa edi(ia 1969 revazuta §i 
adaugita, aparuta in colec(ia „Bouquins”), Bucure§ti, Editura Artemis, 1993, p. 90. 

13 Ibidem. 
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duale arhetipale, autosuficiente din punct de vedere sexual, transgresand, astfel, legile biologice 
ale reproducerii §i sustrSgandu-se Devenirii” 14 , titlul nuvelei imprimS textului cocrenta miticS 
propusS de viziunea scriitorului Mircea CSrtSrescu. 

Personajele principale ale nuvelei sunt Andrei §i Gina, prenume alese deloc intamplStor, 
ele prefigurand Androginul platonician. Andrei este explicat „prin forma de nominativ-genitiv 
a substantivului andras 15 , care inseamnS bSrbat. Andrei ar putea fi interpretat ca un supranume 
in corclapc cu „«Andrei, intaiul chemat la apostolie», a suferit moarte prin rSstignirea sa pe o 
cruce in forma de X” 16 , sugerand finalul nuvelei. Prenumele Gina isi justifies prezenja pentru a 
reface androginul mitic, deoarece provine din grecescul gune, ce insemna femeie. In tennenii 
mitului, cele douS jumatStj trebuiau sa se regSseascS, de aceea Andrei pare a fi recunoscut 
perechea potrivitS atunci cand o intalne§te pe Gina: ,, micu(d p sublire [...] figura ei, cu ochi 
galbui p mutrifa de «doamnd», p vocea ei de rata, puternica, pufin sparta, mi se pdreau vag 
cunoscute” 17 . Chiar dacS initial o considers doar diferitS de celelalte fete, personajul nu-§i da 
seama ca si-a (re)gSsit perechea androginS, curand nu se va mai putea sustrage real itali i: 
„Aveam un sentiment de predestinare; .plain, inca de pe atunci ca sunt prins, ca aceasta fetita- 
femeie va dezarticula tot edificiul meu interior ” 18 . 

Subjugat de iubirea pentru Gina, Andrei accepts capriciile fetei care initiaza un joc 
periculos, osciland intre scductjc §i respingere, savurand uneori momentele de sufcrinta pe care 
i le cauza, mSrturisindu-i non§alant iubirea ei pentru Silviu: „Pentru mine Gina era cu mult mai 
mult decat o prietena, era o fiinta cu neputinfd de suportat, un drog mult prea tare p pe care 
totup trebuia sa-l am ” 19 . 

Amestec de magie §i supcrlicialitatc, Gina il manevreaza pe Andrei dupa bunul ei plac: 
uneori, il invaluie intr-un discurs exaltat pentru a-1 convinge cat de mult tine la el. Nu dupa mult 
timp insa ii poveste§te cu lux de amanunte scenariul impacarii cu Silviu, ceea ce-1 face pe 
Andrei sa sufere enorm, sa resimta despartirca de Gina ca pe o prabu§ire a „edificiului nostru ,,2 °, 
plural ce indica o noua sfasiere a fiintci androgine: ,,§tiam ca o pierdusem p totup nu puteam 
sa inteleg asta. Era ca p cand cineva mi-arfi spus ca am murit sau ca murise Gina ” 21 . Coplcsit 
de profunzimea sentimentului de implinire pe care i-1 insufla apropierea Ginei, Andrei nu ezita 
nicio clipa sa se impace cu ea, atunci cand fata ii deseneaza pe un caiet floricica GINA. 

in ciuda slabiciunii pe care o manifests fata de irezistibila Gina, personajul se dovede§te 
a fi perfect lucid si con§tient de rclatia sa: „Facusem o adevarata erotopatie, amestec de 
dragoste, urn, dispref, admirape, idolatrie p sila" 12 . Acest amalgam de sentimente 
contradictorii se grefeaza pe simbolul dual i tap i gemenilor „care ne introduce in lumea 
contrariilor polare: masculin/feminin, intuneric/lumina, subiect/obiect, interior/exterior” 23 . 
Starea de beatitudine insuflata de Gina prin limbajul dorinfei pare a-i determina lui Andrei o 
„euforie transcendents” 24 , care in termenii lui Platon echivaleazS cu fericirea. 

in scena impScSrii dintre cei doi, Andrei respinge dorinta de contopire fizicS, depSsind 
astfel simpla senzualitate. Privindu-se in oglindS si apoi in ochii dcschisi ai fetei adormite, 
personajul are viziunea transferului de identitate „Dar in loc sa vad chipul meu in pupilele 


14 Ibidem. 

15 Christian Ionescu, Mica enciclopedie onomasticd, Bucure§ti, Editura Enciclopedica romana, 1975, p. 34. 

16 Ibidem. 

17 Mircea Cartarescu, Gemenii, in vol. Nostalgia , Bucure§ti, Humanitas, 1993, p. 183. 

18 Ibidem , p. 191. 

19 Ibidem , p. 195. 

20 Ibidem. 

21 Ibidem, p. 199. 

22 Ibidem, p. 201. 

23 Jean Chevalier, Alain Gheerbrant, op. cit., p. 90. 

24 Jean Libis, op. cit., p. 139. 
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mtunecate, l-am vazut pe al ei! ” 25 , prefigurandu-se astfel cel real de dupa fuziune. Pentru o 
vreme, rclatia celor doi evolueaza normal. Gina pare a-1 II uitat pe celalalt si noul cuplu incepe 
inipcrea erotica, simjurile lor tulburandu-se, lasandu-se de fiecare datprada emotici descoperirii 
corpului celuilalt: „Iarna a trecut pentru noi in nebunia earner ei ei, unde era de fiecare data 
altfel, unde o nuanfa emofionala diferita de orice traisem pana atunci mi se revela de fiecare 
data cand o mangaiam, mergand din ce in ce mai departe ” 26 . 

Lipsa Ginei declanscaza o suferinja atroce in sufletul lui Andrei, amintind de omul 
primordial injumatajit: „Nu mai regasesc decat cu greu drumul ce duce spre centru, spre 
mine” 27 . Numeroase detalii despre comportamentul frivol al Ginei si gelozia lui Andrei aflam 
chiar din jurnalul personajului, ratacit printre vise ciudate si cuprins de un delir imaginativ: 
torturat de o Gina cruda care nu renunja nici la el, dar nici la alji iubiji, Andrei este orbit de 
gelozie atunci cand petrece Revelionul si vacanta de iama fara ea. Drept urmare, in lipsa 
drogului Gina, recurge la un alt anestezic - bautura, in timpul unei petreceri date de un coleg, 
dar pe fata tot nu §i-o poate smulge dinlauntrul fiinfei sale. 

Astfel, se impaca din nou cu Gina, care se arata la fel de insuportabila si indiferenta, dar 
mult mai afectata cand Andrei o respinge §i-i marturise§te cu lacrimi in ochi „ cd nu vrea sa ne 
desparfim, cd fine la mine mai mult decat la oricine altcineva ” 28 . Gina este o actrija in arta 
iubirii, eajoaca uneori rolul fetei inocente, alteori rolul femeii seducatoare, §tie cand sa planga 
sau sa se prefaca ranita, stapanind tehnicile de ademenire ale amorului. Andrei cade de fiecare 
data in mrejele ei in§elatoare. Pentru ca iubirea se na§te din suferinja originara a scindarii, ea se 
transforma treptat in boala, devenind indiciul ca ceva in Andrei nu funejioneaza bine: senzatia 
dedublarii, transferul §i identificarea cu persoana iubita. Intr-adevar, Andrei va suferi o criza 
putemica (datorata desparprii de Gina - scena petrecuta in Gradina Icoanei) §i va fi internat 
intr-un spital de psihiatrie (intr-un salon de femei). 

Fiinta androgina - Andrei este intuita de Elisabeta, cea care ii ghice§te in carji la spital. 
Insasi ghicitoarea ramane incremenita cand ii arata cartea, rostind „Asta epi tu!” 29 , fiind mai 
apoi cuprinsa de o criza. Andrei private cartea, care „Era un valet, darpartea de jos a carfii 
nu era imaginea rasturnata a valetului, ci o superba dama de ghinda ” 30 si, dupa ce Elisabeta 
i§i revine, amandoi incearca in zadar sa regaseasca acea carte. Viziunea perfeejiunii, a 
androginului, era atat de intensa incat personajul este tulburat ori de cate ori vede in oglinda 
chipul celeilalte jumataji. Nostalgia intregului justifica tulburarea, intrucat intalnirea jumatajii 
pierdute echivaleaza cu o consonanja a llintci launtrice. 

Deja apar primele semne de intrebare, deoarece Andrei are intuitia transferului „Sunt ele 
opera mea, sau opera ei?” 31 §i incearca sa descopere mecanismul care-i inlesnestc aceste 
percept ii oarecum bizare: „Ratacesc prin labirintul minfii ei [...] Imi privesc degetele micufe §i 
moi, cu unghiile deja cojite. Cu ele am finut pixul. Deci - cine a scris?” 32 Ambiguitatea 
discursului narativ nu face decat sa accentueze confuzia personajului si, totodata, a cititorului. 

Dupa o luna neagra petrecuta la spital, intors la §coala Andrei o percepe altfel pe Gina: 
sigura pe ea, cu o „anume suficicnta enunjiativa” 33 , intr-un cuvant maturizata (fetija se 
transformase in femeie §i acum ii era specific verbul a §ti). Ramas sa se zbata singur in „apa 
statuta a adolcscentci” 34 , Andrei ii scrie o scrisoare de adio in care ii spunea rece ca regreta ca 


25 Mircea Cartarescu, Gemenii, in vol. cit., p. 209. 

26 Ibidem , p. 217. 

27 Ibidem, p. 229. 

28 Ibidem, pp. 242 - 243. 

29 Ibidem, p. 211. 

30 Ibidem. 

31 Ibidem, p. 253. 

32 Ibidem. 

33 Ibidem. 

34 Ibidem. 
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nu a putut „odata comunica total cu ea” 35 . Contrar a§teptarilor, a doua zi, sub imperiul unei 
lumini orbitoare „luminoase ca o apoteoza ” 36 (simbol platonician al lumii inteligibile), „s-a 
intamplat totul (s. n.)” 37 . Gina i se infapscaza in acea zi la §coala diferit: „in mitologia mea, 
femeia imensa, fara contururi precise, neobiectuala, mai curand un camp de forte care-mi 
ordona Iumea interioard ” 38 . In ipostaza de femeie, ea subjuga barbatul si-i promite subliminal 
placerea sexuala. 

Ajuns din nou in camera Ginei, fata ii marturiscste ca de data aceasta vrea si-1 invita sa 
mearga cu ea sa-i arate ceva. Ceea ce urmeaza e o impletire a doua mituri: mitul pcstcrii si mitul 
androginului. In tunelul subteran §i labirintic, Andrei parcurge drumul de la necunoa§terea cea 
mai adanca pana la cunoastcrca suprema, cand are sentimentul totului: „Am avut brusc 
sentimentul totului” 39 . §i din acest moment incepe sa cunoasca, dar are revelajia transvazarii 
atunci cand revine la existenja profana limitata: „M-am trezit transformat, transferat in 
Gina ” 40 . Conditia androgina este incompatibila cu statutul omului postmodern, dar si a omului 
in genere, care nu poate dctinc fort a suprema. 

In termenii mitului pcstcrii, aventura lui Andrei continua, caci icsind din pestera zare§te 
o alta lumina, cea a soarelui. Dar personajul renunja la timpul readaptarii si in final recurge la 
foe - lumina pcstcrii. El nu a putut contempla lumina pura a ideii de Fericire, dobandita in urma 
cunoastcrii prin senzapi realizata in pe§tera. Alegoria pcstcrii demonstreaza dificultatea 
atingerii adevarului absolut prin actul cunoastcrii umane. 

Dictonul ,,AMOR OMNIA VINCIT” 41 din finalul nuvelei evidenpaza condipa tragica a 
fiinjei androgine si, implicit, a cuplului Andrei §i Gina: „Iubirea este, pe pamant, calea catre 
mantuire dar, pentru a regasi androginia primordiala, csenta acestei iubiri trebuie sa fie 
androgina. Iubirea este adevarata doar daca barbatul si femeia nu sunt in interior nici barbat, 
nici femeie. Barbatul, in calitate de suflet, cauta pentru imaginea sa masculina sa devina 
imagine feminina. Iar femeia, in calitate de suflet, cauta pentru imaginea sa feminina sa devina 
imagine masculina” 42 . 

Chiar daca erosul mijloccstc accesul la cunoa§tere, Andrei ramane ancorat in profan si 
con§tientizeaza ca poate accede la absolut numai prin moarte: „Dragostea erotica, in formele ei 
cele mai pure chiar, ramane parca stapanita de fatalitatea de a iubi pe tine insup in celalalt, de 
a iubi propria-§i voluptate in al doilea eu intregitor. In adancul ei zace astfel o izolare egoista; 
§i orice izolare de acest fel se petrece sub semnul morpi” 43 . In final, Andrei se izoleaza intr-un 
paradis artificial, re-constituit din amestecul de parfumuri si dezordinea primordiala a lucrurilor 
profane, incercand sa atinga prin moarte plenitudinea. Astfel, i§i asuma bisexualitatea in mod 
ritualic §i extatic: „travestirea intersexuala este un obicei nuppal” 44 , reliefand o cale de a ie§i 
din sine insu§i, de a transgresa situapa sa particulara pentru a o regasi pe cea originara. 

In viziunea lui Mircea Cartarescu, mitul androginului se intrepatrunde cu mitul pcstcrii 
pentru a demonstra ca personajul nu se va comporta faja de soare cum se comportase fa|a de 
foe, ramanand fidel luminii pe§terii (focul sugerand deopotriva pasiune si purificare): „in urma 
lui se profileaza ceva ce seamana cu rcnuntarca la viaja: androginul reprezinta gradul zero al 
dorinjei, implinirea principiului nirvana. lata de ce gandirea androginului ne conduce, pas cu 


35 Ibidem , p. 257. 

36 Ibidem. 

37 Ibidem. 

38 Ibidem. 

39 Ibidem , p. 281. 

40 Ibidem. 

41 Ibidem , p. 289. 

42 Apud Jean Libis, op. cit., p. 135. 

43 Nichifor Crainic, „Simbolul androgin”, in Nostalgia originilor, Ia§i, Editura Moldova, 1994, p. 277. 

44 Mircea Eliade, Mefistofel §i androginul, op. cit., p. 105. 
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pas, catre gandul mortii” 45 . Gestul sau final sta sub semnul focului si al somnului. Figura 
provenita din mitos, Somnul este un androgin al mortii care acopera omul cu mreaja palorii 
sale: „Adormi instantaneu” 46 . Sinuciderea reprezinta riscul pe care androginia il presupune §i 
doar asumandu-§i acest rise Andrei va putea deveni o fiinta androgina. 

Romanul Orbitor aduce in prim plan diverse entitaji aflate in cautarea dublului sau a 
condijiei spirituale originare. Pe cand era copil, Maarten, fratele lui Cedric, traicstc o aventura 
halucinanta, atemporala, parcurgand traseul vizionar spre o epava, invaluita in mister si de care 
muritorii se fereau. intr-o zi, Maarten, „ cuprins de un mare dor de eternitate ” 47 s-a hotarat sa 
intreprinda marea calatorie, find insol.it doar de cainele credincios. Spajiul strabatut devine 
timp incorporat pentru personajul care se dezvolta lizic si spiritual pe masura ce patina spre 
nava scufundata, ca §i cand ar fi strabatut timpul inspre viitor. Popasul facut la moara parasita 
devine o experienta de cunoa§tere, in urma careia baiatul trece in randul barbatjlor. Inghejat din 
cauza frigului de-afara, Maarten abia rcuscstc sa deschida usa cladirii pentru a se adaposti. El 
intra intr-o alta lume, e aproape sufocat de caldura insuportabila (ne amintim de senzajia de 
dogoreala resimjita in camera fochistului sau in visele erotice) si intampinat de o fata ce-i 
seamana leit: „privind uimita spre Maarten, statea o tulburatoare fata goala, avand ochii lui, 
buzele lui, un anumitfel al lui de a-§ipurta capul §i umerii, o alunifa a lui, pe care el o avea in 
dreapta buricului iar ea in stanga ” 48 . Dublul feminin, Maartena sau Martina cum o boteza 
baiatul, este o imagine in oglinda, o intruchipare a animei, o esenja a feminitajii provenita din 
inconstient. Fata il atrage in mrejele sexualitajii, sugerand faptul ca barbatul i§i va alege prima 
iubita corespunzand feminitajii lui inconstientc. 

Proiecjia feminina rezultata din anima incon§tienta este transligurata in obiect erotic, iar 
baiatul cunoastc voluptatea sexuala: ,, Maarten dormise in noaptea aceea cu prima lui iubita in 
brafe, ii mipcase adanc buzele, iiframantase cu voluptate disperata sanii §ifesele, iipatrunsese 
cu barn lui de came prima data intarita, vaginul musculos §i fierbinte, privind-o mereu in ochi 
pana cand, inca ochi in ochi, identici §i to tipi atat de diferif, fipasera amandoi deodata 
intefindupi convulsiile, zdrobindu-.fi oasele, distrugdndu-.fi minfile, inconjurafi de aurul lichid 
ce se varsa din amandoi, din lumina de anihilare a lumii .fi de geneza a altor lumi” 49 . Prima 
relatic cu femeia geamana dezvaluie conditia androgina revelata prin Eros §i satisfaejia 
libidinala a personajului, care percepe extazul ca pe o energie primordiala de creare si re-creare 
a lumii. Fiinja completa este atotputernica §i capabila sa cucereasca absolutul. Maarten injelege 
devenirea §i sensul profund al viejii, apoi isi va continua drumul pentru a descoperi ce-i 
rezervase viitorul. 

Nu Upscale din peisajul erotic nici imaginea desfranatei, care incearca sa prezinte in 
cuvinte imensa voluptate resimjita in timpul unei partide de amor cu Witold: „facand dragoste 
cu tanarul Witold, avusese senzafia ca sunt trei in pat, ca se iube.fte-n acela.fi timp cu o femeie 
.fi cu un barbat, .fi ca niciodata nu se simfise mai fericita de cat cand avusese capul lui cu par 
negru pana corbului, cdrlionfat, intre pulpe, .fi cand simfise buzele lui sarutandu-i pasionat, 
tandru, femeiesc (s. a.) (asta era cuvantul) ghiocul roz .fi moale, pierdut in padurea lui de 
aur” 50 . Femeia traie§te sentimentul acuplarii cu un hermafrodit si experimenteaza satisfaejia 
totala. Savoarea scxualitapi este amplilicata de cunilingus, o practica erotica jinduita de 
partenera bisexuala in plan erotic. 

Teoria freudiana considera ca visul manifest exprima o dorinja incon§tienta; reveria 
personajului Vanaprashta reinvie imaginea lui Andrei, preschimbat in Gina, mutajie sexuala 


45 Jean Libis, op. cit., pp. 196 - 197. 

46 Mircea Cartarescu, Gemenii, in ed. cit., p. 163. 

47 Idem, Orbitor, II, ed. cit., p. 847. 

48 Ibidem, p. 853. 

49 Ibidem. 

50 Mircea Cartarescu, Orbitor, Bucure§ti, vol. I - III, Bucure§ti, Humanitas, 2007, p. 1216. 
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survenita in urma actului erotic. „Se visa uneori femeie, bucurandu-se de un stop de parfum 
picurat in scobitura buricului, pentru ca, §tia acum, fusese-ntr-adevar o voluptuoasa 
prostituata in Chittagong” 51 . Personajul masculin cunoa§te iluminarea interioara si ravncstc sa 
redevina femeie, cum fusese intr-o viaja anterioara. Interesant este ca femeia practica 
prostitujia, activitate necondamnabila inaintea crcstinismului. Psihanaliza pornea de la premisa 
ca „toate fiintelc umane sunt constitutional bisexuale din punct de vedere psihosocial” 52 §i asa 
am putea explica fantasma lui Vanaprashta, in corelajie cu mutapilc genetice suferite de 11 in la 
umana pe parcursul evolujiei stiinjei §i tehnologiei. 

Asemenea personajelor create de autor, Mirci§or ar vrea sa descalceasca taina llinjclor 
umane, sa patrunda misterul omului §i sa intclcaga de ce omul se divide in barbat §i femeie. 
Aflase ca diferenja celor doua specii, asemanatoare §i diferite in acclasi timp, se facea „intre 
picioare” 53 si era curios sa gaseasca o poarta de acces intre cele doua lumi:,, exista poate undeva 
o rasucire a lumii, a visului sau a minfii pe unde, trecand, din barbat te schimbai in femeie, 
metamorfoza la fel de-nalfatoare ca fi a omizii ce devinefiinta inaripata, in crisalida-n care se 
devalma§esc spafiul, timpul fi toate celelalte iluzii” 54 . Dualitatea omului reflecta scindarea 
fiinfei androgine, a carei pcrfcctiunc ramane doar un vis, o iluzie pentru cntitaplc postmoderne. 
Singura lor §ansa este sa migreze dintr-un univers intr-altul pentru a proba scnzatia de 
plenitudine. 

Mircea Cartarescu a re us it sa proiecteze intr-o lumina noua o tema esenjiala preluata din 
antropologia arhaica: androginul „considerat drept imaginea exemplara a omului perfect” 55 , 
conferind scriiturii sale densitate ideatica, vizionarism ludic si fantastic, dar, mai ales, seducjia 
totalitajii. Mihaela Ursa este de parere ca „Traducerea platonica a mitului este mai degraba 
parodica §i deconstructiva” 56 . Tindem sa apreciem ca autorul a aplicat acccasi grila de lectura 
pentru a aduce modificarile prezentate mai sus in ceea ce privcstc liinja androgina. Existcnta 
profana nu ingaduie reunificarea fortci androgine, de aceea cuplul Andrei-Gina §i alte personaje 
amintite sunt sortite e§ecului. Tragismul din finalul nuvelei este potenjat de faptul ca eroul a 
con§tientizat imposibilitatea reunirii si dupa ce a avut imaginea Perfecjiunii, a preferat moartea, 
unicul absolut accesibil omului. Fragmentarea se instituie astfel ca principiu calauzitor al 
omului sufocat de banal, realitate §i cotidian. 

Ca nivel ontologic al lumii, mitologia se valideaza ca o realitate complexa care acopera 
mai multe aspecte ale viejii culturale si intra in psihismul colectiv §i individual. Mitul surprinde 
expericnja umana sub aspect arhetipal, vizand conditia umana sub aspectul ei universal §i 
reprezentand, totodata, liantul intre literatura si alte aspecte ale real itap i individual §i sociale. 
Androginul conturat de Mircea Cartarescu a dovedit ca „misterul total itajii face parte din drama 
umana. El revine sub aspecte multiple si la toate nivelurile vicpi culturale” 57 . 
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JUCARII PENTRU LILY - A PLEADING FOR THE METAPHOR 


Livia-Elena Neagoe 
PhD., University of Bucharest 


Abstract: This work contains material which treats the manner how metaphor represented the vision of 
the writer lone I Teodoreanu about the sensitive section of the world. His perspective was controled by 
this concept and he explored every function of the metaphorical language. This study follow the steps 
by that a figure of speech it has become the autor’s signature despite the animosity of the critics. 

Keywords: metaphor, interpretation, particular view, cognitive expresion, artistic psychology 


Aceasta inedita colectie de exercitii literare ale lui Ionel Teodoreanu dezvaluie 
inlocuirea contemplarii pasive cu verbalizarea extatica a animarii spirituale, cristalizand o 
sensibilitate artistica idealizanta (nu idilica) prin intermediul metaforei, aparatul receptor al 
scriitorului, caci aceasta devine unicul instrument capabil sa reproduca autentic perceptia sa 
asupra lumii: „In tot acest timp, concomitent cu o febrila activitate exclusiv metaforistica, care 
devenise mijlocul meu cel mai simplu, cel mai direct de exprimare, incepeam sa inregistrez 
toate realitatile din jural meu, in legatura mai ales cu viata omeneasca, purtand asupra lor 
judecati mai degraba amare, decat optimiste” 1 . 

Dar inainte de a aprofimda implicatiile acestui act de limbaj menit sa surprinda esenta 
viziunii auctoriale - emotia omniprezenta, consider ca este necesara o incursiune in cercetarea 
semnificatiei sale generale. 

Astfel, in Mica enciclopedie afigurilor de stil, conceptul de metafora este definit drept 
o „figura de stil care consta in denumirea «obiectului» (lucra, fiinta, actiune), cu un cuvant 
impropriu, si anume cu numele altui «obiect» asemanator, folosit nu ca notiune (sinonim), 
ci ca imagine care sa evoce obiectul asemanat (comparat) 2 . 

Aceasta figura a ambiguitatii constituie o noua metoda de a investiga atat lumea 
inteligibila concreta, cat si ordinea abstracts, avand o natura preponderent subiectiva. 

Henri Bergson sustine ca in descrierea aspectelor dependente de vibratiile interioare, 
calea cea mai sigura este exprimarea in imagini, in metafore, in scheme, evitand includerea lor 
intr-o singura metafora: „sa le multiplicam, imprumutandu-le domeniilor celor mai diverse, ba 
chiar opuse, in asa fel incat, prin convergenta actiunii lor, sa poata mana constiinta la punctul 
precis unde o anume cunoastere poate fi sesizata. Alegand imagini cat mai disparate, 
hnpiedicam ca vreuna dintre ele sa fie gonita de alte rivale. In schimb, facandu-le pe toate sa 
reclame de la mintea noastra acelasi fel de atentie si oarecum acelasi grad de tensiune, vom 
obisnui treptat constiinta la o dispozitie bine determinata, la o atitudine care ii permite sa ajunga 
de la sine la cunoasterea urmarita” 3 . 


1 A. P. Samson, Cu dl. Ionel Teodoreanu , despre el $i altii, in Rampa, IV, nr. 3599, 22 ian., 1930, p. 1. 

2 Gh. N. Dragomirescu, Mica enciclopedie afigurilor de stil, Editura stiintifica si enciclopedica, Bucuresti, 1975, p. 156. 

3 Henri Bergson, Introducere in metafizica, Editura Institutul European, Iasi, 1998, p. 7. 
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De asemenea, s-au realizat analogii ale tennenului cu notiunile de poveste, pilda, basm, 
in masura in care s-a considerat ca „esenta metaforei rezida in mtelegerea si experimentarea 
unui lucru in termenii altui lucru” 4 , mai familiar, largind continuturile semantice ale unui aspect. 
In viziunea lui Aristotel, metafora apare sub forma unei enigme, intrucat reuseste fuziunea 
realului cu imaginatia. Cicero pune aparitia metaforei pe seama penuriei existente in limba, iar 
teoreticianul animismului, Giambatista Vico o percepe drept o podoaba, ce corespunde unei 
„faze poetice” a spiritului si civilizatiei umane. 

In acceptia lui Ion Dafinoiu 5 , acest comunicator prolix poate indeplini o serie de functii: 
relevarea semnificatiilor ocultate, inaccesibile rationalizarii si explicatiilor, comunicarea 
realitatii psihologice, strict individual, reprezentarea abstractului si restructurarea modului de 
a gandi si a interpreta lumea, seducand si emotionand in egala masura. 

Tudor Vianu merge mai departe si mentioneaza si alte functii, dincolo de cea 
lingvistica si magica (remarcabila in plan etnologic, unde are legatura cu tabuizarea unor nume 
si procese de sorginte primitiva 6 ). Astfel, o prima functie amintita este cea filozofica care 
vizeaza „afirmarea rolului pe care imaginea metaforica ll joaca in opera gandirii sau a 
comunicarii ei” 7 , urmata de cea psihologica si de cea estetica, axata pe stimularea sensibilitatii, 
pe amplilicarca impresiei si pe exploatarea atitudinilor disimulate ale eului. O ultima functie 
este cea unilicatoarc, aceasta avand scopul „de a sublinia unitatea dintre feluritele date ale 
sensibilitatii. Dincolo de deosebirile dintre lucruri sesizam unitatea lor mai profunda si aceasta 
descoperire, care face din metafora un adevarat instrument de cunoastere, ne incanta ca orice 
descoperire a spiritului” 8 . 

In epoca romantica, Jean-Paul Richter in Introducere in estetica leaga originea 
metaforei de consecintele instrainarii omului de natura si de necesitatea de a descira sensurile 
lumii, folosind termenii conditiei sale, iar pentru estetica romantica, metafora este o forta 
capabila sa reveleze universul imaginar, o punte intre expresie si reprezentare. In lucrarea sa, 
Prelegeri despre beletristica si arta, A. W. Schlegel vede in metafora un ornament al stilului 
poetic, iar simbolistii isi propun sa descopere prin intermediul acestei figuri o lume invizibila, 
necunoscuta. 

Polivalenta acestui artiliciu creativ este confirmata de multiplele sale clasilicari. Ortega 
y Gasset 9 distinge intre metafora constiintei-tabla care implied o singura semnilicatie si 
metafora constiintei-vas, ce intra in stransa legatura cu sensul figurat, conotativ. Tudor Vianu 
vorbeste despre metafora cosmologica: „S-ar putea compara metafora cosmologica cu acele 
armonii proprii unora din panzele Renasterii, in care un chip omenesc este pictat pe un fond de 
vaste peisaje, consunand cu el in chip misterios” 10 , metafora personilicatoarc „prin care 
aparenta umana nu mai este extinsa, ci infatisarile cosmice sint interiorizate, facute deopotriva 
cu omul. O unitate este sesizata si de data aceasta si anume aceea dintre aspectele naturii si viata 
interioara a omului” 11 , metafora sinestezica, metafora simbolica ce „implica o comparatie... 
care se face intre o impresie data si una ramasa vaga si, ca atare, cu neputinta de formulat printr- 


4 George Lakoff, Mark Johnson, Methaphors we live by, Chicago University Press, 2003, p. 3. 

5 Ion Dafinoiu, Elemente depsihoterapie integrativa, Editura Polirom, Iasi, 2001, p. 149. 

6 „Metafora poseda anume daral de a arata obiectul, fara a face parte din aura si substanta lui magica. Omul stapanit de 
mentalitatea magica recurge la metafore, din instinct de autoconservare, din interesul securitatii personale si colective. Pentru 
mentalitatea magica, metafora nu mai este asadar simp la metafora, ci anna de aparare si un reflex preventiv.”(Lucian Blaga, 
Geneza metaforei si sensul culturii, Editura Fundatia pentru Literatura si Arta Rcgele Carol II, Bucuresti, 1937, pp. 38-39). 

7 Tudor Vianu, Problemele metaforei yi alte studii de stilistied, Editura de Stat pentru Literatura si Arta, Bucuresti, 1957, p. 
43. 

8 Ibidem, p. 78. 

9 Ortega y Gasset, Jose, Las dos grandes metaforas, en Obras Completas, Madrid, Revista de Occidente, vol. 2, pp. 387-400. 

10 Tudor Vianu, Problemele metaforei yi alte studii de stilistied, Editura de Stat Pentru Literatura si Arta, Bucuresti, 1957, p. 
86 . 

11 Ibidem, p.88. 
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un termen univoc si precis” 12 si apoi identified o serie de specii metaforice: metonimia, 
sinecdoca, antomasia, alegoria, fabula, parabola si ghicitoarea. Tot Vianu este cel care il citeaza 
pe Alfred Biese sustinandurmatoarele: „Limba esteprin excelentametaforica... eaincorporeaza 
sufletescul si spiritualizeaza corporalul; ea este o imagine rezumativa si analogica a intregii 
vieti, intemeiata pe actiunea reciproca si contopirea intima a sufletului cu trupul” 13 . 

in studiul sau, Geneza metaforei, Lucian Blaga delimiteaza 
metaforele plasticizante de cele revelatorii. „Metaforele plasticizante se produc in cadrul 
limbajului prin apropierea unui fapt de altul, mai mult sau mai putin asemanator, ambele fapte 
fund de domeniul lumii date, inchipuite, traite sau gandite [...] Metaforele acestea sunt destinate 
sa redea cat mai mult carnatia concreta a unui fapt, pe care cuvintele pur descriptive, totdeauna 
mai mult sau mai putin abstracte, nu-1 pot cuprinde in intregime. Metaforele revelatorii sunt 
destinate sa scoata la iveala ceva ascuns, chiar despre faptele pe care le vizeaza. Metaforele 
revelatorii incearca intr-un fel revelarea unui «mister», prin mijloace pe care ni le pune la 
indemana lumea concreta, experienta sensibila si lumea imaginara” 14 . 

Importanta majora a metaforei este punctata de Lucian Blaga: „Omul, privit structural 
si existential, se gaseste intr-o situatie de doua ori precara. El traieste de o parte intr-o lume 
concreta, pe care cu mijloacele structural disponibile nu o poate exprima; si el traieste de alta 
parte in orizontul misterului, pe care insa nu il poate revela. Metafora se declara ca un moment 
ontologic complementar, prin care se incearca corectura acestei situatii de doua ori precara [...] 
Metafora nu poate fi deci numai obiectul de cercetare si de analiza al «poeticei» sau al 
«stilisticei», ce figureaza in programele scolare; importanta ei se proiecteaza imensa pe 
zarile meditatiei. Metafora este a doua emisfera prin care se rotunjeste destinul uman, si ca atare 
ea solicits toate eforturile contemplative ale antropologiei si ale metafizicei” 15 . 

Pe langS faptul ca este metoda prin care isi descoperS chemarea cStre literatura 16 , in 
cazul lui Ionel Teodoreanu, metafora sustine puternic psihologia personalitStii sale artistice si- 
i impregneazS stilul, indicand un grad inalt al fortei de a abstractiza, de a percepe metafizic, cu 
toate ca folosirea ei uneori in mod abuziv a dus la devalorizarea sa prin reprosurile venite din 
partea exegetilor care considers ca literatura acestuia este contaminate de surplus stilistic, ce 
conduce catre manierism. Fie ea simplS, complexS, simpateticS, extrema, aceastS metafora a lui 
Ionel Teodoreanu nu este o anomalie, un cliseu, ci un crez somat in permanenta de undele unei 
sensibilitati conservatoare, supuse unei reale „religii a simturilor”. Ea este un mijloc de a 
sublima continutul latent, de a picturaliza o atitudine, fie ca este vorba de dispret, ironie, umor, 
gravitate sau naivitate. 

Ionel Teodoreanu are imaginatie metaforica, in ciuda faptului ca aceasta 
forta stilistica functioneaza uneori ca un mecanism al epatarii, ceea ce conduce catre gratuitatea 
sa si poate si lipsa unui ecou la nivelul platformei sensibilitatii receptoare il impinge catre zona 
sentimentala, sentimentalists (caci nu orice mesaj sensibil are capacitatea de a emotiona), care- 
i deserveste asemenea cerbiciei cu care se opune sugestiilor: „Unii scriitori si critici mi-au 
reprosat abuzul de imagini (metafore) si m-au indemnat sa urmez simplicitatea marilor 
predecesori, pe care, evident au numit-o: clasicism. Trebuie sa facem o distinctiune: daca un 


12 Ibidem, p. 117. 

13 Apud Tudor Vianu, Problemele metaforei $i alte studii de stilistica, Editura de Stat Pentru Literatura si Arta, Bucuresti, 
1957, p. 15. 

14 Lucian Blaga, Geneza metaforei §i sensul culturii, Editura Lundatia Pentru Literatura si Arta „Regele Carol II”, Bucuresti, 
1937, pp. 35-40. 

15 Ibidem, p. 56. 

16 Inca de cand era elevul lui Calistrat Hogas, Teodoreanu demonstreaza ca metafora este o cale naturala de exprimare 
fireasca pentru a reproduce impresii atunci cand la teza i se cere sa descrie marea, orientandu-se dupa opera lui Llammarion si 
include in doua pagini 80-100 de metafore care-1 conduc pe profesorul sau catre gandul unui plagiat. Tot in acest sens, un alt 
argument il constituie umplerea unui sac intreg cu caiete pline de metafore-marturii ale unui limbaj prolific, rod al lecturilor 
frenetice. 
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om care are numai o haina umbla rapanos, si altul se imbraca, trebuie sa-1 dam ca exemplu pe 
cel dintai? De ce atunci bogatia metaforelor mele sa fie un cusur? Peste cativa ani, cand tumultul 
din mine se va aseza, prin efectul varstei si al evolutiei literare, voi ajunge si eu la o formula de 
simplicitate, proprie fiintei mele” 17 . 

Acesta „promisiune” nu se materializeaza insa si metafora isi multiplica substanta la 
nivelul intregii creatii, conducand opinia critica spre speculatia unui act patologic. Interesul 
studiului nu este de a se pronunta daca acest procedeu artistic reprezinta un cusur sau un merit, 
ci de a revela functia ei reprezentativa, fidela stilului scriitorului care gandeste, creeaza si 
comunica prin intermediul acestui limbaj definitoriu, compatibil cu firea sa contemplative, 
ancorata parca in vecinatatea unui vis. 

Realizand o paralela intre vis si metafora, Tudor Vianu observa: „Metafora poetica este 
o unealta a luciditatii; o putere a treziei [...] Visam pentru a putea dormi; construim sau 
contemplam insa imagini poetice pentru a intelege mai mult si pentru a trai sentimental mai 
putemic. Visul ne inchide in nesimtirea somnului. Metafora degajeaza insa in noi un fior si ne 
conduce catre o potenta superioara a vietii. Asimilarea dintre vis si metafora poetica ni se pare 
din toate aceste pricini nedreptatita. S-a spus totusi ca intre vis si creatia poetica ar exista cel 
putin o functiune psihologica comuna, functiunea eliberatoare sau catarctica. Visul ca si 
imaginile poetice ar elibera afecte comprimate de constiinta.” 18 

Particula esentiala a creatiei lui Ionel Teodoreanu, metafora este un fapt de limbaj, ce 
devine in acest sens punte de legatura intre realitate si subiectivitate, iar pentru a urmari 
valentele manifestarii sale este indicate concentrarea atentiei asupra volumului de debut Jucarii 
pentru Lily, un adevarat inventar de metafore, care construiesc o atmosfera capabila sa eclipseze 
materia. 

Aceasta lume la baza careia sta metafora este o reprezentare axata pe o spaima 
metamorfozata in beatitudine, pe o angoasa devenita melancolie, ce urmareste doar pulsatiile 
sufletului a caror imortalizare o vizeaza: „Si spun sufletului meu: nu-ti risipi clipele vietii, 
stinghere. Aduna-le in cird mereu crescind si indruma-le unite inspre sfarsit. Ca atunci cand 
cea de pe urma clipa a anilor batrani se va mistui in moarte, cirdul clipelor tinere sa fluture inca 
deasupra vietii, ca doua aripi rasunatoare de tot ce-ai iubit, de tot ce-ai cintat, de tot ce-ai slavit, 
de tot ce-ai suferit” 19 . 

In sfera creatoare a lui Ionel Teodoreanu, metafora exhibeaza stari sau exploreaza 
domeniile unei lumi exterioare prin prisma unui filtru dirijat de impulsurile interioare, ea devine 
o marca stilistica, insasi esenta literaturii sale: „metaforele mele erau o incercare de apropiere 
catre realitatea pe care cautam s-o absorb prin toti porii” 20 , iar contactul cu aceasta metoda 
artistica se produce inca din vremea in care nepotul incepe sa locuiasca la bunici: „Era intr-un 
inceput de primavara. In casa bunicilor, aceeasi tacere blajina - pe care o stiam de mic copil- 
imbatranita parca. Ei jucau carti: o concina. Eu, aplecat, asupra caietului, cu parul involburat, 
cu creionul in mana, ma tot gandeam la hulubii albi si scriam: «Corabioare de hartie/ Cu cate- 
un alb si fin catarg,/ Pe care vantul le rastoarna;/ Cescute mici de portelan/ Ce cad de sus si nu 
se sparg»” 21 . 

Metaforele declama suprasensibilitatea scriitorului, caci acesta vede in ele apoteoza 
spiritului amplificat, un organ firesc al expresiei vitalizate: „M-am ridicat drept in sus, cu 


17 Ionel Teodoreanu, Opere alese. De vorbci cu I. Valerian, Debutul meu. G. ibraileanu. Cuierul,, Vietii Romanepi”. 
Imagismul. Noul roman, Editura Minerva, Bucuresti, p. 409. 

18 Tudor Vianu, Problemele metaforei $i alte studii de stilistica, Editura de Stat Pentru Literature si Arta, Bucuresti, 1957, p. 
56. 

19 Ionel Teodoreanu, Opere alese, Jucarii pentru Lily, Ed. Minerva, Bucuresti, 1981, p. 36. 

20 Ionel teodoreanu, Opere alese. De vorbci cu I. Valerian. Debutul meu. G. Ibraileanu. Cuierul,, Vietii Romdneyti ”. 
Imagismul. Noul roman, Editura Minerva, Bucuresti, 409. 

21 Ionel Teodoreanu, Ulita copilariei, Ed. Garamond, Bucuresti, 2004, p. 23. 
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crestetul in soare. Trufasa se inalta faptura mea asupra pamantului, ca-i amfora plina deasupra 
fantanii pe care a secatuit-o. Vino tu, insetata pribeaga, vino tu si ma soarbe; te astept. Cu toata 
primavara in tine, sa Hi rodul meu, nu al pamantului. Atunci, scheletele padurilor vlaguite ma 
vor fulgera cu inmiitul blestem al crengilor uscate, pe mine, talharul primaverii lor... Iar eu, 
ingenunchind, imi voi pleca fruntea la pamant si ma voi inchina tie, icoana suflata cu sufletul 
meu, Icoana Belsugului” 22 . 

Forma de meditatie, ce transcende viata, metafora lui Ionel Teodoreanu are rol 
integrator, caci lumea are acces in cadrul operei sale, doar prin botezul ei. Astfel, in volumul 
Jucarii pentru Lily, Ionel Teodoreanu incearca o apologie a universului natural, ce are ca 
protagonisti hulubii, ciorile, vrabiile, gandacul, cocosul, closca, ariciul, curcanul, cainele, 
omida, fluturii, fumicile, caradasca, tantarul, licuricii, broastele, privighetorile, sarpele, musca 
sau veverita, iar metaforele capata iradiatie simbolica, bucolica in nevoia continua de a calatori, 
de a cunoaste investigand imagistic. 

In spirit romantic, Ionel Teodoreanu radiografiaza viata si opereaza reducerea existentei 
subiectului si a lumii insesi la dimensiunea artificiului, a iluziei, a mastii: „Plopii infrunziti sint 
o iedera catarata pe lumina. S-a innoptat. Prin tremurul lor umbrit zaresc o buna-dimineata 
deplin inflorita: luna” 23 sau „Ninsoarea era un balet de fulgi; rotunde picaturi de roua, in 
crinoline albe, menuetand gratios, din cer pana-n pamant” 24 . 

Emanatii ale unei inclinatii poetice, metaforele dau impresia de spontaneitate, de notatie 
ingenua, iar cele mai multe dintre ele sunt de factura plasticizanta, in praesentia, animand 
putemic elementele descrise: „In manastirea clarului de luna, ciocanitorile au batut toaca. Acum 
privighetorile suna vecernia crangului. Ascultati susurul ce porneste de pe crengi spre icoana 
lumii; frunzele se inchina” 25 . 

Atat in acest volum, cat si in celelalte opere, sunt cultivate mai multe tipuri de metafora. 
Astfel, foarte sugestive sunt cele de natura ludica, metaforele-ghicitori, de tip cimilitura, care 
primeaza si abunda, surprinzand un cumul de secvente: „Campia e acoperita cu o risipa uriasa 
de boabe de cafea, arse de prajite ce-s. Pe-alocurea, copacii rasnesc croncanif’(ciorile) 26 , 
„Penita uriasa a plopului a improscat pagina alba a campiei cu stropi de cerneala”(ciorile) 27 , 
„Numai in scrumelnita unei flori poti gasi scrumul intreg al unei tigari”(omida) 28 , „Pe o garoafa, 
doua petale fac sluj!” 29 (fluturi), „S-a intunecat de-a binelea. Firele de iarba au ajuns lanteme 
mici si forfotesc fosnind, in cautarea siragului picaturilor de roua, risipite pe 
campie”(licuricii) 30 . 

Metaforele-aforism au o carnatie aparte, ele hind capabile sa dea relief cunoasterii 
senzoriale, unei intuitii poetice a esentelor varietatii de aspecte: „Pamant! Esti o corabie urgisita 
ratacind prin haos, de mult!” 31 sau „Si noaptea toata e doina muta a unui dor neimplinit, a unei 
mahniri nealintate” 32 . 

O alta categorie o reprezinta metafora-incantatie, care prin tonul imprecativ pare sa 
subordoneze universul invocat viziunii artistului, permitand astfel exercitarea unei subiectivari 
a intregului: „Prefa-te, cer, cu-n spasm nebun, din nor albastru de senin in vast soare boltit si 
despleteste-te in tumultoase holde de raze, sa-nvestmanti pamantul in fulgeratoarea lor beteala, 


22 Ionel Teodoreanu, Opere alese, Jucarii pentru Lily, Ed. Minerva, Bucuresti, 1981, p. 54. 

23 Ionel Teodoreanu, Opere alese, Jucarii pentru Lily, Ed. Minerva, Bucuresti, 1981, p. 19. 

24 Ibidem, p. 23. 

25 Ibidem, p. 39. 

26 Ibidem, p. 4. 

27 Idem. 

28 Ibidem, p. 6. 

29 Idem. 

30 Ionel Teodoreanu, Opere alese, Jucarii pentru Lily, Ed. Minerva, Bucuresti, 1981, p. 8. 

31 Ibidem, p. 17. 

32 Ibidem, p. 51. 
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sa-nvestmanti o fericire care-1 cuprinde tot... Tresariti aripi albe ale ghetarilor si zburati cu 
fosnitoare falfairi, albind vazduhul, sa fiti fluturi prin florile fericirii mele. Prefaced-va, claruri 
de luna, in jocuri tainice de surasuri, sa va presar pe fericirea mea” 33 . 

Apartinand aproape organic fiintei creatoare, metafora incorporeaza principiul 
„minciunii estetice” ridicate la rang de voluptate. Pentru Teodoreanu, trairea capata cote 
paroxistice prin intermediul cuvantului, iar pentru a integra intreaga lume intr-o capsula a 
salvarii prin transgresie artistica, potentarea expresiei trebuie sa mearga pana la idealizare, chiar 
daca aceasta implied si procesul denaturarii sau al excesului. Cu o ingenuitate aparenta, Ionel 
Teodoreanu face asocieri neobisnuite, aducand un omagiu fanteziei: „zmeie mititele, felurit 
colorate, care zburau fara vant si se carmuiau fara de sfoara: fluturi [...] matanii de os 
intortocheat, care se insirau singure-melci [...] umbre prin vazduh: ciori [...] primavara e o 
Duminica a pamantului” 34 . Valorificat literar, in romanul La Medeleni, 

modelul metaforelor-naratiuni sau al metaforelor-poeme in proza din volumul Jucarii pentru 
Lily devine expresia primului demers artistic al lui Danut, Alunele veveritei : „Scrisul pentru el 
era un refugiu, o scapare de propriul sau suflet, un fel de fetisism in care metaforele erau 
icoanele. Cum fugi de umbra stranie a unui cimitir...-asa fugea de sufletul sau, refugiindu-se in 
metafore. Si flindca sufletul era brazdat de spaime, metaforele izbucneau impetuoase spre viata, 
ca hergheliile de cai sirepi, fugind de cercurile de foe ale furtunilor... Adora concretul spre a se 
izbavi, prin el de teroarea abstractului. facea metafore cum isi astupa femeile ochii si urechile, 
cand le e frica prea tare” 35 . Apare aici si o functie magica, terapeutica a metaforei ca 

apanaj al sustragerii din rigorile unei realitati inacceptabile sau in care spiritul nu se poate 
adapta. Pentru Danut, metafora este amuleta care asigura echilibrul in fata vietii, dar si o 
contestarea a acesteia, prin apelul la principiul lanternei cehe, care, printr-o abordare 
diversificata, infatiseaza un adevarat balet mental, fara sa neglijeze niciun unghi: „Aceste notatii 
disparate, unele gratioase, altele glumete, altele triste, ii micsorau sufletul, dandu-i 
dimensiunile trupesti si sufletesti ale copilariei. Scria cum un copil isi cladeste casute pe covor 
din carti de joc, serios cum numai un copil poate fi. Simtea in el intimitatea unui spatiu restrans. 
Se bucura scriind, cum se bucura un copil la lanterna magica...” 36 . 

Pe langa consemnarea tribulatiilor sufletesti, metafora joaca un rol important si in 
construirea portretelor si a decorului de sorginte fantastica din romanul-poveste cu accente 
gotice Turnul Milenei, iar capacitatea acesteia de a crea atmosfera, forta ei inventiva este 
definitorie pentru proza lui Ionel Teodoreanu: „Gealatul trandalirilor, Milena, avea in trap 
nebun, trilul privighetorilor. Din glezne pana-n ceafa, trapul pornea in tril... Avea in suflet munti 
de brad, furtuni, povesti si trandafiri, si ganduri ce veneau din munti ca veveritele, ca ploile si 
ca buhaii paclelor, sau ca albinele, din trandafiri, ori din povesti” 37 , iar cadrul idilei dintre 
protagonisti urmareste linia retetei romantice: „...Mergeau tinandu-se de mana, Milena il 
calauzea. in jural lor, suflarile erau de frig, venite ca dinpesteri, lumina, verde-nvaluita, soarele 
in eclipsa bradului, si dimineata ca o veghe amortita intr-un miez de noapte” 38 . 

Uneori metaforele recurg la o simplitate infuzata cu naivitate, vrand parca sa constituie 
o marturie a candorii spiritului: „Coada cainelui nu e podoaba de prisos: e coada inimei lui” 39 . 
Altadata e calea de patrandere in sferele comuniunii depline cu natura al carei farmec cauta sa- 
1 absoarba prin toti porii creatiei, iar ceea ce surprinde este faptul ca vitalitatea imaginilor devine 
evanescenta, intracat asupra autoralui actioneaza des presiunea melancoliei mai ales prin 


33 Ionel Teodoreanu, Opere cilese, Jucarii pentru Lily, Ed. Minerva, Bucuresti, 1981, p. 55. 

34 Ionel Teodoreanu, Ulita copilariei, Ed. Garamond, Bucuresti, 2004, pp. 27-28. 

35 Ionel Teodoreanu, La Medeleni. Drumuri, Ed. 100+1 Gramar, Bucuresti, 2001, p. 207. 

36 Idem. 

37 Ionel Teodoreanu, Turnul Milenei, Editura Minerva, Bucuresti, 1970, p. 52. 

38 Ibidem, p. 98. 

39 Ionel Teodoreanu, Opere alese, Jucarii pentru Lily , Ed. Minerva, Bucuresti, 1981, p. 43. 
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intermediul metaforei personificatoare: „Copacii sint pajii soarelui. Cind apune, ei ii poarta pe 
crengi trena de lumini crepusculare si, cu un fosnet grav, padurea pare ca urmeaza evlavioasa 
soarele care coboara orbitor treptele haotice ale intunericului” 40 sau „Via a varsat atitea lacrimi, 
incit pleoapele frunzelor sint rosii de plins” 41 . 

In scrierile gotice, metafora este o unealta in vederea intensificarii senzatiilor stranii, 
infricosatoare: „Totul era mort in el. Roseata goliesca a parului si dungile miriapode ale ochilor 
abea intredeschisi in fata verzui-galbena, dadeau sensatia unei stranii putrefactii - cu viermi 
rosi si gandaci negri - stapanita inca de vointa lui” 42 . 

Astfel, Ionel Teodoreanu gaseste in bogatia „florei metaforice” gradul necesar de 
complexitate pentru a radiografia emotii, pentru a divulga acordurile simfoniei dintre spirit, 
opera si viata, asumandu-si riscul etichetelor necrutatoare: „Metaforele suprima obiectul 
descris, asa cum ambalajul tinde sa se substituie produsului. Impresia rea provine din 
vaporozitate. In spuma frazelor pier, ca intr-un Maelsfrom delicat, analiza psihologica 
(«Miros de ars in suflet si gandurile stranse si strivite ca lanuri peste care au trecut navalitori 
calari cu o mireasa rapita»), senzualitatea («si cand simtea profunda bataie de aripi a pasarii 
de prada care sfasie adanc viata trupului»), detaliul portretistic («o adorabila fetita a carei 
gura buda ca o cireasa»), descrierea de natura («0 zi de august, aromata si toropita ca o 
femeie goala, intinsa pe plaja la soare, cu ochii negri ai umbrelor subt parul intunecat al 
livezilor») si asa mai departe. Romanescul lui Ionel Teodoreanu e impregnat de kitschul 
epocii” 43 . In aceasta maniera, Ionel Teodoreanu ramane un estet destituit pe 

baza opulentei stilistice de natura baroca, ce-i aduce stigmatul de colorist facil, umbrind faptul 
ca metaforismul sau nu ar trebuie interpretat ca act manierist, ci mai degraba ca o nevoie de vis, 
ca o ancorare fragila intr-o multitudine de nuante, mai ales ca apelul la acest mijloc se face 
atunci cand scriitorul trebuie sa redea tesatura delicata a unui conflict interior sau sa analizeze 
inefabilul vietii: „Mi se parea ca explozia plastica a metaforei e modul cel mai eficient de a 
notified sensibilitatii lectorului viziunea proprie a concretului si abstractului, conditie a 
creatiunii literare, care nu poate fi proclamativa, ci demonstrativa. Nu aspiram atunci si nici 
acum sa evoc «frumosul» prin metafora, ci, dimpotriva, sa divulg eliptic caracteristicul, 
specificul, savoarea tipica. Aveam de pe atunci certitudinea ca daca un scriitor afirma «Luna 
rasarise», luna n-a rasarit in ochii lectorului, chiar daca scriitorul care afirma asa ceva e 
Sadoveanu. Simturile noastre nu acorda credit nimanui. Ele vor plata plastica efectiva” 44 . 

BIBLIOGRAPHY 


1. A.P. Samson, Cu dl. Ionel Teodoreanu , despre el si altii, in Rampa, IV, nr. 3599, 22 ian., 
1930 2. Gh. N. Dragomirescu, Mica enciclopedie a figurilor de stil, Editura stiintifica si 

enciclopedica, Bucuresti, 1975. 

3. Henri Bergson, Introducere in metafizica, Editura Institutul European, Iasi, 
1998. 4. George Lakoff, Mark Johnson, Methaphors we live by, Chicago University 

Press, 2003. 5. Ion Dafinoiu, Elemente depsihoterapie integrativa, Editura Polirom, Iasi, 

2001. 6. Tudor Vianu, Problemele metaforei si alte studii de stilisticd, Editura de 

Stat pentru Literature si Arta, Bucuresti, 1957. 

7. Ortega y Gasset, Jose, Las dos grandes metdforas, en Obras Completes, 
Madrid, Revista de Occidente, vol. 2. 

8. Lucian Blaga, Geneza metaforei si sensul culturii, Editura 
Fundatia Pentru Literature si Arta „Regele Carol 11”, Bucuresti, 1937. 


40 Ibidem, p. 26. 

41 Idem. 

42 Ionel Teodoreanu, Golia. Portile s-au inchis, Editura Cartea Romaneasca, Bucuresti, 1932, p. 170. 

43 Nicolae Manolescu, Istoria literaturii romane, 5 secole de literaturd, Ed. Paralela 45, Pitesti, 2008, pp. 774-775. 

44 I. Teodoreanu, Cum am scris Medelenii, Manuscriptum, nr. 1, 1971. 


593 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


9. Ionel Teodoreanu, Opere alese. De vorba cu I. Valerian, 
Debutul meu. G. ibraileanu. Cuierul,, Vietii Romanesti”. Imagismul. Noul roman, Editura Minerva, 
Bucuresti. 10. Ionel Teodoreanu, Opere alese, Jucarii pentru 

Lily, Ed. Minerva, Bucuresti, 1981. 1 Lionel Teodoreanu, Ulita copilariei, Ed. 

Garamond, Bucuresti, 2004. 12.Ionel Teodoreanu, La Medeleni, 

Drumuri, Ed. 100+1 Gramar, Bucuresti, 2001. 13.Ionel Teodoreanu, Turnul Milenei, 

Editura Minerva, Bucuresti, 1970. 14.Ionel Teodoreanu, Golia. Portile s- 

au inchis, Editura Cartea Romaneasca, Bucuresti, 1932. 15.Ionel Teodoreanu, Cum am scris 

Medelenii, Manuscriptum, nr. 1, 1971. 16.Nicolae Manolescu , Istoria literaturii 

romane, 5 secole de literatura, Ed. Paralela 45, Pitesti, 2008. 


594 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


COLOURFUL TEETH: A NEW POSTCOLONIAL REALITY IN ZADIE 

SMITH'S NOVEL 


Patricia-Dorli Dumescu 

"Victor Babes" University of Medicine and Pharmacy, Timisoara 


Abstract: Zadie Smith’s novel White Teeth is the perfect illustration of a new type of uniqueness 
characteristic of the New World. East and West come closer together in this exotic narration, redefined 
by the particular environments people inhabit. The concepts of East and West are thus (re)examined 
and the paper’s aim is to analyze how difference can turn into sameness when strict definitions of the 
self can no longer be imposed and individuals state their own affiliation(s). 

Key words: postcolonial reality; self/ other; tradition vs. popular culture 


Zadie Smith is one of the contemporary writers who could easily be labeled as coming 
from two cultures and thus gaining insight into both the New World and the lost traditions of a 
small community. Belonging to the postcolonial world, she easily eschews such drawer-like 
definitions of the self and rather targets a broader audience, with a more general view on 
contemporary life and its immediate issues. Her first novel, White Teeth , can be read both as a 
(hi)story of immigrant life in London, and as a family saga tracing the destiny of characters as 
varied as Bengali Muslims, English low- and middle-class workers, exotic stalkers, eclectic 
Jehovah’s Witnesses, spoilt children, cultured mistresses and even Swedish gynecologists. 
They are all united by the visible yet unseen city: a framework for the stories and lives to unfold, 
rise or shatter under the magnifying glass of urban challenges. 

The daughter of a Jamaican mother and an English father, Smith is the very mirror of 
her own characters: she was bom in England but her skin speaks of a different reality. Thus she 
embodies the ‘East meets West’ idea, reflecting the new identity of this globalized century. 
Accordingly, the characters in her novel cannot be but an eclectic gathering which reflects one 
or the other side of the story. As we shall see, this dichotomy that Edward Said speaks about 
(see Said, 1979: 43) is also present in the novel, but the new reality dictates also a melange 
between these two apparently rigid concepts. 

The novel opens in a rather spectacular manner, with a certain Alfred Archibald Jones 
attempting to take his life on a “nasty urban street” (Smith, 2000: 3-4), which is characteristic 
of his experience so far. But like everything else in his life, his suicidal attempt is also a failure. 
Fortunately, he ends up meeting his future wife, Clara Bowden, who descends the stairs as if in 
an old, glamorous, MGM movie: 

She walked down the stairs in slow motion, surrounded by afterglow and fuzzy lighting. 
And not only was she the most beautiful thing he had ever seen [...] She smelt musty, womanly, 
like a bundle of your favourite clothes. She wore her sexuality with an older woman’s ease, and not 
[...] like an awkward purse, never knowing how to hold it, where to hang it or when to just put it 
down (Smith, 2000: 24). 

The description would work perfectly for any attractive woman, and Smith does not 
render the other striking feature: Clara was black. Instead of approaching the character from a 
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political point of view, the author chooses to charmingly depict a different type of 
“imperfection”: the complete lack of teeth in the top of her mouth. It is this detail that makes 
her different, not her skin. By avoiding to interpret the skin as a fetish (see Homi Bhabha, 2002: 
78), Zadie Smith takes her character out of the postcolonial gallery and turns her difference into 
sameness. Although Archie’s employer does hint at the racial issue, making vague excuses such 
as “I’d spit on that Enoch Powell ... but then again he does have a point, doesn’t he? [...] I 
mean, it’s like Delhi in Euston every Monday morning” (Smith, 2000: 72), Archie does not 
react in any way. To him, there is no skin issue, no debate about his wife being of a different 
color, because 21 st century life has become colourless. Neither of the two perceives their 
marriage as a compromise, as longing for the other colour (as Frantz Fanon would define it; cf. 
1967: 47-51), nor do they ever talk about race. 

Nevertheless, the Western society he belongs to sees in his friendship with the East a 
rather exotic behaviour: 

‘Oh, Archie, you are funny,’ said Maureen sadly, for she had always fancied Archie a bit but 
never more than a bit because of this strange way he had about him, always talking to Pakistanis and 
Caribbeans like he didn’t even notice and now he’s gone and married one and hadn’t even thought it 
worth mentioning what colour she was until the office dinner when she turned up black as anything and 
Maureen almost choked on her prawn cocktail (Smith, 2000: 69). 

Archie’s “friendly relations” with the East are seen as a “strange way”, an extravaganza 
that not everybody can afford nowadays. In a world dominated by very precise identity boxes, 
not mentioning the skin colour of your wife may cause accidental choking with some people. 
Society does indeed insist upon playing tricks on these New World individuals, forcing upon 
them definitions which should bring back their less glorious past, and retracing their heavy steps 
to the new city: “This and little more had constituted the ceremony. Archie was passed a pen 
and put down his name (Alfred Archibald Jones), nationality (English) and age (47). Hovering 
for a moment over the box entitled ‘Occupation’, he decided upon ‘Advertising: (Printed 
Leaflets)’, then signed himself away. Clara wrote down her name (Clara Iphegenia Bowden), 
nationality (Jamaican) and age (19). Finding no box interested in her occupation, she went 
straight for the decisive dotted line, swept her pen across it, and straightened up again, a Jones” 
(Smith, 2000: 50). However, for Zadie Smith the focus shifts again: instead of parading about 
the required identity boxes, she decides to ridicule the form which completely glosses over a 
woman’s occupation. Clara does not think about such ardent issues either, but rather shows the 
determination of a woman in love, eager to become one with her husband. Nationality or no 
nationality involved. 

The Joneses are thus placed in the middle of the debate, being “both/and”, Western and 
Eastern, white and black, common and exquisite, modem and traditional, all at the same time. 
Their relationship does not imply any discussions about race because they have ceased to see 
the colour of the other - their reality is far beyond the concept of race and resides more in the 
human value of the other. 

The other side of the story, i.e. the Eastern side, is represented by the Iqbals, Archie’s 
Bengali friends. Having fought together a war reminiscent of Dino Buzzati rather than Erich 
Maria Remarque, Archie and Samad Iqbal share a friendship which has nothing to do with race. 
Although when they first met, in 1945, Archie’s vision of this friendship was more of a colonial 
one, in accordance with the time frame (“the kind of friendship an Englishman makes on 
holiday”; Smith, 2000: 96), times have changed and they now flee their homes in order to meet 
at O’Connell’s, their constant shelter from every-day life. With plenty of bad food to go around, 
they enjoy the privilege of intimacy in an Irish place owned by a Muslim called Abdul-Mickey. 
One cannot escape the satire of the postcolonial world without acknowledging it first! 
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Archie thinks of Samad’s family as “not those kind of Indians” (Smith, 2000: 54), which 
means that they are not traditionalist, or judgmental of one by the way in which one can cook 
the curry. While Alsana matches trainers to her sari, Samad is trying to revive old traditional 
values he perceives as crucial. Western temptations tend to lure him as well into the realm of 
real life, where you can flirt with your mistress at ease or masturbate in peace. This is also the 
reason why he wants his sons to be raised in the Eastern tradition and with Eastern values to 
hold dear. Samad makes thus a deliberate choice between East and West, refusing (at least 
theoretically) to be swallowed by an ever-expanding consumer society. 

There is also the pure Western side of the story represented by the Chalfens, a typically 
upper class English family enjoying all the privileges of a rich education and embodying the 
vision of a West at its highest power: 

Every Chalfen proclaimed themselves mentally healthy and emotionally stable. The children 
had their oedipal complexes early and in the right order, they were fiercely heterosexual, they adored 
their mother and admired their father, and, unusually, this feeling only increased as they reached 
adolescence. Rows were rare, playful and only ever over political or intellectual topics (the importance 
of anarchy, the need for higher taxes, the problem of South Africa, the soul/body dichotomy), upon 
which they all agreed anyway (Smith, 2000: 313-4). 

Unlike the Joneses and the Iqbals, they are a pillar for the British society, working on 
scientific projects and nurturing plants and people. Theirs is the Western way of doing things, 
helping with anything they can and taking part in as many projects as possible. Their family 
history goes back as early as 1675, everything being written down in every little detail. By 
comparison, Archie Jones “could give no longer record of his family than his father’s own 
haphazard appearance on the planet in the back-room of a Bromley public house circa 1895 or 
1896 or quite possibly 1897, depending on which nonagenarian ex-barmaid you spoke to.” 
(Smith, 2000: 337). For the Western world a recorded history is more than necessary, while the 
East is more fascinated with the gift of oral storytelling which might alter some facts. The three 
families stand only for one type of relationship to the West, since their children are the very 
products of the West, each of them having his or her own approach to the society they live in. 

The cosmopolitan London reality has allowed them to turn their racial particularity into 
a given which people have stopped questioning. Upon having a child, there will be no question 
as to its becoming “lighter”, nor any prayers to Almighty-God concerning this issue. Irie will 
indeed inherit Clara’s Jamaican features, as “[t]he European proportions of Clara’s figure had 
skipped a generation” (Smith, 2000: 265), and she will be displeased with them as well as with 
her hair. She will even go to a mediocre hairdresser in order to have her hair straightened as 
much as possible. Her drive, however, does not come from a psychological identification with 
the white majority; it is rather the impulse of a teenager in love, desperately attempting to woe 
her unobservant lover. As she sees herself with a hair that (literally, as well) does not belong to 
her, she removes it as if it were an old, undesired coat and chooses her old self again. Irie refuses 
to force upon herself an identity which cannot complete her, but would only strip her of the 
person who she really is. 

Irie does not think much about her own complexion, but it is the others who try to 
“place” her in the right identity box: “’Pale, sir! Freckles an’ every ting. You Mexican?’ ‘No.’ 
‘Arab?’ ‘Half Jamaican. Half English.’ ‘Half-caste’, Jackie explained patiently. ‘Your mum 
white?’ ‘Dad.’ Jackie wrinkled her nose. ‘Usually de udder way roun’.” (Smith, 2000: 273). 
The need for an exact definition of one’s roots determines the others to guess the racial identity 
of Irie’s parents, although Irie does not perceive herself as being ‘half-caste’. She is rather the 
imminent result of the reality she lives in, where East and West have joined hands into a new 
kind of reunion. Irie refuses to be burdened by history and chooses instead to focus on her 
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intellectual development. And still, at the end of the novel, she does pursue her roots by looking 
up her grandmother and choosing to live with her for the time being. 

The Iqbal children are as Western as any of their British colleagues, lured by the city 
they live in. Because of these temptations Samad Iqbal will try to make a decision regarding 
his twins, as he is determined to send one of them “home” to learn the old traditional ways. This 
proves, however, to be rather difficult, since he cannot choose between the bad, ill-behaved boy 
(Millat) and the cold, intellectual one (Magid). The decision encompasses more than just the 
small Iqbal family unit: 

The trouble with Millat, mutinous Millat aged thirteen, who farted in mosque, chased 
blondes and smelt of tobacco, and not just Millat but all the children: Mujib (fourteen, criminal 
record for joyriding), Khandakar (sixteen, white girlfriend, wore mascara in the evenings), Dipesh 
(fifteen, marijuana), Kurshed (eighteen, marijuana and very baggy trousers), Khaleda (seventeen, 
sex before marriage with Chinese boy), Bimal (nineteen, doing a diploma in Drama); what was 
wrong with all the children, what had gone wrong with these first descendants of the great ocean¬ 
crossing experiment? Didn’t they have everything they could want? Was there not a substantial 
garden area, regular meals, clean clothes from Marks ‘n’ Sparks, A-class top-notch education? 
(Smith, 2000: 218). 

An entire young generation is seduced by the liberties the city can offer, preoccupied 
not with the type of meat they eat, but with the pot they smoke and the Levis they are going to 
wear. Millat is the epitome of his generation, collecting everything “worth having”, from 
albums, posters, special-edition t-shirts, club fliers, Air Max trainers, 2000 AD Magazine, 
Catcher in the Rye, a guitar, Godfather 1 and II, Mean Streets and Dog Day Afternoon. When 
threatened by a great storm and urged by Samad to take some “essential, life or death things”, 
Millat and Alsana make the most unexpected picks, according to the still-trying-to-cling-to- 
tradition Samad: “Millat: Born to Run (album) - Springsteen; Poster of De Niro in ‘You talkin’ 
to me’ scene from Taxi Driver, Betamax copy of Purple Rain (rock movie); Shrink-to-fit Levis 
501 (red tab); Pair of black converse baseball shoes; A Clockwork Orange (book); Alsana: 
sewing machine; Three pots of tiger balm; Leg of lamb (frozen); Foot bath; Londa Goodman’s 
Star signs (book); Huge box of beedi cigarettes; Divargiit Singh in Moonshine over Kerala 
(musical video)” (Smith, 2000: 222). The problem with this long list is that nobody thought of 
picking up the Qur’an! 

In a world dominated by consumerism, seduced by pop culture and brought up with 
everything but classical or sitar music, the Iqbal children have no choice but to make their way 
through all these temptations. Samad’s decision to send the good one away, back to India, will 
prove wrong. Remaining at home, Millat starts to date all the girls he can seduce, smoke 
marijuana in his spare time and frighten the neighbourhoods with some gang or the other. Tired 
of these routines, he joins the fundamentalists KEVIN (Keepers of the Eternal and Victorious 
Islamic Nation), who will try to revive in him the echoes of tradition. Yet, what drives Millat 
has nothing in common with religion: it is his rebellious nature, not his Muslim self that joins 
the group. Even if he tries to behave in the expected manner, he ends up 

in a cold sweat from trying to recall all that was halal or haraam, fard or sunnat, makruh- 
tahrima (prohibited with much stress) or makruh-tanzihi (prohibited, but to a lesser degree). At a 
loss [he ...] stood in the mirror and practiced a different, easier routine, one he knew in intimate 
detail: You lookin ’ at me? You lookin ’ at me? Well, who the fuck else are you looking at, huh? 1 
can’t see anybody else in here. You lookin ’ at me? He was in the swing of it, revealing his invisible 
sliding guns and knives to the wardrobe door (Smith, 2000: 460). 
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Replacing the Taxi Driver routine of “talkin’” with “lookin’”, he updates and adapts it 
to his immediate needs, simultaneously identifying with Travis Bickle’s anger and with his 
goal: “Here is someone who stood up.” It is not the Qur’an he needs, but the sound of the streets, 
once more reconfirming his belonging here, today as always. 

Growing up with the realities of London life, surrounded by a host of identities (be they 
given, borrowed or stolen), their life is dictated by the street. There can be no melancholy about 
the (in)glorious past, because this is their past: stalkers crying out and covering the city noise, 
middle-class neighbourhoods and a school celebrating every “religious or secular event, be it 
Christmas, Ramadan, Chinese New Year, Diwali, Yom Kippur, Hanukkah, the birthday of 
Haile Selassie and the death of Martin Luther King” (Smith, 2000: 129). No matter how hard 
Samad tries to revive feelings of family pride when talking about Mangal Pande, their great- 
great-grandfather and the first person to shoot a bullet in the Indian Mutiny, his children cannot 
relate to this narrative. To them, it is a mere story coming from a background they do not yearn 
for, a past which does not belong to them, but to a generation they have nothing in common 
with. 

Ironically enough, Magid is sent to India in order to escape all that and be able to trace 
back his past without the influence of any external factors. At first it appears that he will become 
one with the new place, slaughtering a goat, living in the mountains and even escaping a 
rebellion. Yet, these are mere facts; when brought home with the financial help of a Jewish 
scientist, Marcus Chalfen, Magid is even more European than before. His English is perfect, 
his clothes are immaculately white and he enjoys his piece of bacon more than anything. Thus, 
Samad is forced to realize that you cannot impose tradition on someone whose ties are not to 
the family’s past, but to the realities he grew up with. Thus, instead of welcoming a faithful 
Muslim, impressed and changed by “home”, the father has to deal with a secularist in search of 
glory. Meanwhile, the child who stayed in England becomes a fundamentalist: not due to his 
beliefs, but to the necessity of belonging to a group which should momentarily satisfy his needs. 

The whole first-generation of children living in London is different from any 
postcolonial perspective of the world: 

It was a new breed, just recently joining the ranks of other street crews: Becks, B-boys, 
Indie kids, wide-boys, ravers, rude-boys, Acidheads, Sharons, Tracies, Kevs, Nation Brothers, 
Raggas and Pakis; manifesting itself as a kind of cultural mongrel of the last three categories. 
Raggastanis spoke a strange mix of Jamaican patois, Bengali, Gujarati and English. Their ethos, 
their manifesto, if it could be called like that, was equally a hybrid thing: Allah featured, but more 
as a collective big brother than a supreme being, a hard-as-fuck geezer who would fight in their 
corner if necessary; Kung Fu and the works of Bruce Lee were also central to the philosophy; added 
to this was a smattering of Black Power (as embodied by the album Fear of a Black Planet , Public 
Enemy); but mainly their mission was to put the Invincible back in Indian, the Bad-aaaass back in 
Bengali, the P-Funk back in Pakistani. [...] But no one fucked with any of them any more because 
they looked like trouble (Smith, 2000: 232). 

This generation has long broken with parents and traditional influences. Instead of 
grieving for a forgotten past and ties which cannot be rebound, they rejoice the privileges of 
contemporary culture, translated as Hip-Hop, consumerism and brand awareness. Thus, the 
Qur’an will be put aside for De Niro, the curry forgotten for bacon and gold chains chosen over 
an attitude of repentance. When asked by Joyce Chalfen “Where are you from?”, Millat 
innocently replies: “Willesden”. To Joyce, the answer seems rather jocular, so she insists: “ 
‘Yes, yes, of course, but where originally?’ l Oh\ said Millat [...] ‘You are meaning where from 
am I originally .’ Joyce looked confused. ‘Yes, originally .’ ‘Whitechapel’, said Millat, pulling 
out a fag. ‘Via the Royal London Hospital and the 207 bus’” (Smith, 2000: 319). 
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Millat can think of himself exclusively as belonging to London, the only reality he 
knows. He and his generation peers do not perceive themselves as coming from several places, 
nor do they have stories to tell apart from the ones related to their London life. This new 
generation no longer has the identity issues faced, for example, by Karim Amir, Hanif 
Kureishi’s Indo-English teenager, who is constantly torn between “here” and “there”. No 
dichotomy marks the life of Millat and his friends because they have firmly decided to be 
“here”, a vivid part of the streets they grew up on. Theirs is the new generation which has 
stopped questioning everything, refusing to be torn apart by doubt and history, and choosing to 
live life as it is instead. 

Their father, Samad Iqbal, is actually the only immigrant in the novel who cannot let go 
of history. Yet, as he sees Magid returning to England more English than ever before, he starts 
questioning his own views: “ ‘And then you begin to give up the very idea of belonging. 
Suddenly this thing, this belonging, it seems like some long, dirty lie ... and I begin to believe 
that birthplaces are accidents, that everything is an accident. But if you believe that, where do 
you go? What do you do? What does anything matter?”’ (Smith, 2000: 407). Samad feels that 
you have to relate to your past in order to have a future, but real-life events contradict him. His 
children refuse any connection to the past, Alsana trusts the BBC above anything, while her 
cousin is a lesbian who creates shoes. Nor does Clara Bowden, or even her mother Hortense, 
grieve for Jamaica, as they are pleased with the offerings of the city they become one with. 
Samad’s work colleagues, Abdul Mickey and his children all take this new reality for granted, 
refusing to be lured into the past. The burden of memory is something they all (un)consciously 
refuse to carry. 

Zadie Smith’s characters portray a new type of individuals who are Eastern and Western 
at the same time, whose roots no longer reflect their present cultural identity. They are part of 
both worlds, even if at times they cannot relate to an u nkn own past. The question “Do you thi nk 
anybody is English? Really English?” (Smith, 2000: 236) is indeed difficult to be answered and 
the London reality is the very proof for that. The language of the streets underlines once more 
the idea that there are as many Englishes as individuals. 

Spaniards, Italians, Jamaicans, Indians, Englishmen and even a prophetic Swede all join 
the chorus of the London streets: different voices united by the English language. It is not that 
their use of language is not correct - or, as Samad notices in relation to his English mistress, 
who misuses words, that “only the immigrants can speak the Queen’s English these days” 
(Smith, 2000: 181); it is part of who they are as individuals. There is no issue related to their 
accent, no frustration or inhibition as to the fact that they might mispronounce one word or the 
other. The act of speech is natural, the vivid vernacular of the streets mixes old and new forms 
into a global discourse. The Indians or Bengalis do not speak differently from their English 
counterparts because theirs is the real language: a language in use, not a tool of power or a sign 
of surrender. Zadie Smiths’ characters transgress Foucaultian debates and live life as it really 
happens, with its real-time events, feelings and words. 

This multicultural reality can, at the same time, trigger not only positive events, but also 
negative feelings in those who are biologically split between two continents. Racial tensions 
stem, in this context, from the very cross-cultural relationships that are being praised by others. 
Alsana, Samad’s wife, is reluctant towards the Englishman who has married a black woman 
and defines Irie as “half blacky-white” (Smith, 2000: 61). Irie’s presence around her sons 
troubles her, as her children are “pure Eastern” and might be corrupted by the reality that 
Archie’s daughter stands for. She also distrusts the Chalfens whom she also perceives as a 
Western threat to her children. Samad shares her ideas about the corrupt West: “They won’t go 
to the mosque, they don’t pray, they speak strangely, they dress strangely, they eat all kinds of 
rubbish, they have intercourse with God knows who. No respect for tradition. People call it 
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assimilation when it is nothing but corruption. Corruption /” (Smith, 2000: 190, emphasis 
added). 

Adapting to the customs of a foreign country is seen not as a plus in the children, but as 
a fault that might have been avoided. The negotiations between the East and the West apparently 
stop here. “We are split people” (Smith, 2000: 178) seems to define both the old and the young 
immigrants who are supposed to take sides. And although the children were brought up on 
English soil, have spoken English ever since and celebrated only continental holidays, they are 
still not one with the English: 

He knew that he, Millat, was a Paki no matter where he came from; that he smelt of curry; had 
no sexual identity; took other people’s jobs; or had no job and bummed off the state; or gave all the jobs 
to his relatives; that he could be a dentist or a shop-owner or a curry-shifter, but not a footballer or a 
film-maker; that he should go back to his own country; or stay here and earn his bloody keep; that he 
worshipped elephants and wore turbans; that no one who looked like Millat, or spoke like Millat, or felt 
like Millat, was ever on the news unless they had recently been murdered. In short, he knew he had no 
face in this country, no voice in the country (Smith, 2000: 234). 

From this point of view there can be no talk about a contact between the East and the 
West, but only a high fence which may be escaladed from time to time. There are indeed spaces 
which allow the development of a complex identity, but also spaces which limit the horizon of 
the other. But because “[tjhis has been the century of strangers, brown, yellow and white. This 
has been the century of the great immigrant experiment” (Smith, 2000: 326), it is hard not to 
notice that this new reality will impose itself on the narrower view on life. 

Zadie Smith’s characters could, according to the cultural definition, be labelled as 
postcolonials. Some were bom in India, Pakistan or Jamaica, while others are first-generation 
immigrants, born and raised on English soil. Their skin colour is indeed different, their family 
stories are different and their customs may sometimes be different. They do feel differently 
from the English, but they do not want to be like them. The former postcolonial subject has 
turned into an independent persona, no longer torn by issues such as identity, place or 
resistance: he is an integral, self-standing part of the new city. It is this very city which has 
created all of these charming characters of every-day life, who walk its streets and become one 
with the many. 
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Abstract: In this article I wish to recover the history of a forbidden relationship in the world of the gods, 
whose unhappy ending affects the religious Mesopotamian area. The demonic couple Pazuzu - 
Lamatshtu projects at the cosmic level the terrestrial crisis of the riche but sterile woman, a crisis which 
descends back on the humanity to explaining, from the demonology perspective, the disease and the 
premature death of the children and of the pregnant woman. 
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Plecand de la ceea ce s-a pastrat si tradus din corpus-ul candva extrem de bogat al 
demonologiei asiro-babiloniene, observam ca se acorda o deosebita atentie instinctului de 
prezervare a vietii spirituale in corporalitate, cea din urma nefiind altceva decat efectul final al 
manifestarii celei dintai. Asupra ambelor categorii actionau permanent, direct sau indirect, fiinte 
spirituale, care, printr-un comportament preferential sau impus, infaptuiau binele sau raul. 

Fenomenul magic se naste plecand de la simpla constatare a unor efecte inexplicabile 
carora li se va cauta o cauza. Ea va „materializa” in campul imaginarului, incadrandu-se astfel 
in logica deja acceptata a spiritualitatii personale sau de grup. Pentru initierea contactului cu 
cauza si mentinerea unei relatii constante era evidenta impunerea unei metode de cercetare, 
care urma sa clarifice relap ilc dintre sacru si profan. Pe verticala axei (zeu - om - demon; 
demon - om - zeu) din sacru §i pe orizontala ei (om - zeu - demon; om - demon - zeu) in 
profan. Prin intermediul desenului, a scrierii si a cuvantului rostit se initiaza, se mentine si se 
rupe contactul dintre profan si sacru. Magia trebuie ca a fost stiinta ce a adunat toata aceasta 
experienta, tratata la fel de serios, excesiv chiar, precum stiinta actuala, profana. Ca o necesitate 
sociala, din procesele magice se dezvolta cultul. El este activ sub o formula diluata a magiei, 
fapt dedus din prea multele clase sacerdotale. Totusi, urmand principiul magic al legarii 
numelui, ritul religios isi propune sa institutionalizeze sacrul conectand nominal regalitatea 
terestra la zeitatea celesta. Manipuland forta vitala a zeilor, identica cu numele acestora, ei pot 
li prinsi in trupurile idolilor sau intre zidurile cetatii. Stiinta captarii sacrului isi are totusi 
riscurile ei. Orice eroare cultica sau sacro-comportamentala (morala) era pasibila de pedeapsa. 
Aceste fiinte putemice pot pedepsi personal sau prin intermediul demonilor, creaturi spirituale 
sau materiale, care, in unele situatii, si-au pierdut rangul initial, inteles de noi ca „nume” sau 
atribute divine, supravietuind procesului de asimilare al marilor zei. Pentru ei nu exista un cult 
religios. Supravietuirea le este oferita de amintirea lor in cadrul exorcismelor, ori a practicilor 
magice. Demonii sunt cei care introduc notiunea de celalalt in spiritualitate. Abandonati, lor nu 
le ramane altceva de facut decat sa imite pe dos, lumea zeilor. Ii gasim grupati in clase, pe 
diferite domenii de activitate, actionand distructiv asupra a ceea ce mai inainte erau indrituiti sa 
repare. Cert este ca, prin degradarea numelui, originea este fie ignorata, fie uitata, stare ce naste 
monstruozitatea. De aici, reprezentarile grafice care incearca sa surprinda degradarea. 
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Ei pot fi „polarizanti” (masculini si feminini) sau „duali” (buni sau rai) in comportamentul 
lor fata de zeii superiori sau fata de om. Nu exista legi morale pe care sa le urmeze, motiv pentru 
care notiunea de dreptate le este straina. La fel ca zeii, dar parca mai apropiaji (in sensul 
interactiunii) de oameni, demonii ii ajuta sa treaca peste anumite probleme ale viejii, mai cu 
seama atunci cand li se aduce jertfa, act tolerat de cult. Aceeasi demoni ii vor ucide fara pic de 
remu§care insa, daca, spre exemplu, sunt conjurati in acest sens de catre alti actanti umani. 

Pe de alta parte, ruperea relajiei cultice echivalenta cu uitarea marilor zei si era primita ca 
ofensa si tratata cu represalii, aparitia bolii fiind una dintre pedepsele divine, duse la indeplinire 
de cele mai multe ori de catre demoni. Se pare ca, indiferent de consecinte, oamenii i§i pot 
permite luxul de a-i uita pe zei, dar nu si invers. Aceasta pentru ca, desi pare banal, existenta 
efectiva a zeilor e conditionata de logosul uman, de simpla pomenire (afinnare) a numelor lor, 
care le mentine vie amintirea si de aici rostul cultului. Din aceasta perspective ne este usor a 
intelege reactia tuturor sistemelor idolatre impotriva monoteismului „ateu”, un veritabil ucigas 
de zei. Pentru a nu fi uitaji, zeii aveau nevoie de „contracte”, sau asa-zise declaratii cultice, prin 
care se afinna realitatea asumata uman a existentei lor. Nu suntem straini nici astazi de astfel 
de experience, caci in magie avem „pactul cu diavolul”, la fel cum in crestinism il avem pe cel 
cu Dumnezeu, afirmat treimic in „Crezul” niceo-constantinopolitan. Pe astfel de declaratii se 
sustin miturile, teologiile si dogmele. 

Daca zeii pazeau cetatea, din templele lor sacre, demonii, respinsi din cercul magic al 
hotarului sau al zidurilor cetatii, erau ale§i sa pazeasca morminte sau locuri unde erau depozitate 
valori. Aceste spatii pustii erau de altfel considerate locuinta lor de drept. In afara exorcismului, 
legarea lor de aceste locuri se facea prin „sigilii magice”, ei fiind condamnati la o paza ve§nica 
sau temporara, pana la eliberarea lor definitiva survenita ca un act accidental sau voit. 

Sigiliul magic este un sistem ce poate fi descris in linii mari ca o formula „cheie” de 
putere (formata din nume si grupuri de sunete cunoscute sau nu) ce incadreaza textual o 
imagine, ori este cuprinsa in aceasta si care se gaseste la intrarea intr-un spatiu pazit de fiinta 
reprezentata si/sau amintita pe sigiliu. Sigiliul se aplica si asupra obiectelor tip „container” in 
care se crede ca sunt inchise astfel de fiinte, spargerea recipientelor echivaland cu eliberarea 
demonului 1 . Rolul „sigiliilor magice” era si acela de a preveni, prin amenintari §i blesteme, 
pericolul la care se expune oricine ar fi trecut „pragul”, violand granita sub tire, dar trainica, ce 
pastra in echilibru delimitarea dintre doua lumi. Unele praguri nu trebuia sa fie trecute niciodata. 
Astfel, pentru paza mormintelor se aplica sigilii, care nu au prevazute formule de „desfacere”, 
aceasta pentru ca somnul mortului, la fel ca al divinitatii, nu trebuia deranjat. 

Nu doar zeii pot vindeca bolile, ci si anumiti demonii. Pentru intreg arealul semit este 
valabil conceptul demonologic conform caruia boala si demonul sunt identici. Degradarea 
sanatatii apare atunci cand demonul se cuibareste in om, consumandu-i vitalitatea din interior. 
Evident, ei vor alege de cele mai multe ori organele generatoare ale acestei vitalitati. Existau 
insa demoni care, cu toate ca faceau rau in alte sfere ale vietii umane, erau chemati sa vindece 
pe cei suferinzi. Era absolut obligatoriu ca demonul ce aduce vindecarea sa fie mai puternic 
decat cel care o produce 2 . Cu alte cuvinte, evocarea nu era un accident. Trebuia cunoscuta 
istoria relatiilor dintre cei doi demoni, pentru ca finalitatea actului sa nu se transforme intr-o 


1 Cf. Zaharia, 5, 8, verset excelent comentat de pr. dr. Teodor Baba, in teza sa de doctorat Profetul Zaharia. Personalitatea fi 
opera. Valoarea teologica a mesajului sau profetic, Arad, Editura Universita^ii „Aurel Vlaicu”, 2008, pp. 100-103. Teoriile 
cu privire la prinderea demonilor in obiecte si spatii sunt numeroase. Ele au dat na§tere conceptelor de „obiecte blestemate” 
sau „case/locuri bantuite”, fenomenului poltergeist, acesta din urma fiind cea mai intalnita forma de manifestare. Patrologia 
recunoaste desertul nu doar drept locuinta traitorilor sfin^i, ci §i a demonilor. Patericul §i in general vietile sfmplor sunt 
dovada clara ca razboiul nevazut este purtat nu numai pentru propriul suflet sau pentru semeni, ci §i pentru intreaga natura 
inconjuratoare. Mai mult decat atat, sunt relatate situapi in care unele ceta^i sunt pazite de un singur demon, pe cand in jurul 
unui singur anahoret roiesc legiuni, neputand sa il stapaneasca. 

2 In cazul unui e§ec putea suferi atat bolnavul, caruia in starea de pe urma i-ar fi fost mai rau decat in cea dintai, precum §i 
magul care a trimis „medicamentul”, acesta intorcandu-se impotriva lui cu batai, posesiune ?i chiar moarte. 
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catastrofa. Daca cele doua spirite erau certate sau chiar in razboi, conflictul trebuia folosit in 
speranta vindecarii. Intr-o astfel de situajie se afla cuplul demonic Pazuzu - Lamashtu, nu stim 
daca cel mai vechi, dar, cu siguranta, cel mai cunoscut din istoria demonologiei. 


1. Boala, prezenja a demonilor 

Starile conflictuale nu apar pe orizontala terestra din intalnirea sacrului cu profanul. Ele 
isi au inceput chiar in realitatea sacra a fiintelor spirituale care locuiesc in aerul ce desparte 
Cerul de pamant. Ba mai mult, lupta nu se da intre zei si demoni, asa cum ne-au obisnuit textele 
mitologice, ci chiar intre demoni. Chiar relatiile de familie dintre ei sunt afectate. In acest 
context, il gasim pe Pazuzu, un demon deosebit de violent, ce se vede obligat sa o alunge in 
infern pe Lamashtu, sop a sa, extrem de virulenta in atacurile (boala) indreptate impotriva nou- 
nascutilor. Sigur, boala era considerate cea mai perfida forma de posesiune, corpul bolnavului 
transformandu-se in mormant al sufletului de indata ce a devenit locuinta a demonului 3 . In sine, 
boala revela, cel putin in parte, atributele demonului. Acest aspect „ne este cunoscut din 
nenumaratele tratate de medicina asiro-babiloniene care au ajuns pana in zilele noastre, ... 
pastrate in biblioteca de la Ninive” 4 . Medicul babilonian, o imbinare intre vraci si exorcist, 
examina pacientul pentru a stabili caracterul bolii, determinand in acelasi timp „ce demon a 
patruns in corpul bolnavului, in vederea prescrierii unui tratament corespunzator” 5 . Astfel, dupa 
simptome, spiritul era recunoscut, fiindu-i idcntificat numele sau specia, ca mai apoi sa fie 
exorcizat (cf. Marcu, 9, 14-29). Boala era asociata mai degraba saraciei decat pacatului (comp, 
cu Iov), bogatia indicand semnul protecjiei divine. Teoria va fi desfiinjata mai tarziu de pericopa 
evanghelica a saracului Lazar si a bogatului nemilostiv. {Luca, 16, 19-31) 6 . Crestinismul, mai 
impaciuitor, nu demonizeaza bogatia, ci reaua ei orientare spre lauda lumeasca, in detrimentul 
actelor de caritate, trecandu-se cu vederea ca si prea multa caritate poate imbogati. 

intorcandu-ne la demonologia bolii, vom spune ca avem de-a face cu doua tipuri de 
contaminare. Prima este contaminarea indirecta, atunci cand boala se propaga prin miscarca 
dezordonata a elementelor naturii (vanturi, ploi), care ating alimentele si sursele de apa potabila. 
Nu este de mirare de ce furtunile deosebit de violente iscate aproape din senin sau vanturile 
extreme erau privite ca manifestari fizice ale prezenjei demonice. Cu toate ca este o alta discutie, 
vom aminti ca in cadrul aceleiasi sectiuni sunt incluse si vrajile ce se fac asupra obiectelor ce 
urmeaza a fi atinse de victime. Contaminarea directa se petrece atunci cand, pur si simplu, prin 
actiunea directa si violenta, demonul provoaca febra 7 sau umple extrem de rapid trupul de lepra 
(cf. Iov, 2,7) 8 . La fel, in lumea semita dar si in crestinism, pandemia era sinonima cu moartea 
si eliberarea duhurilor necurate (cf. Apocalipsa, 6, 8). Ca spatii periculoase, desertul maturat de 


3 Cf. Silviu Tatu, Profetismul israelit in documentele biblice. Intre fats fi autentic, Edi^ia a Il-a revizuita, Oradea, Editura 
Casa Car^ii, 2008, pp. 160-161. 

4 L. Lipin, A. Belov, Capile de lut, Sub Ingrijirea §tiinlifica, cu o prefa^a de V.V. Struve, Bucure§ti, Editura $tiiniifica, 1960, 
p. 343. 

5 Idem, op. cit., p. 338. Medicina magica va fi asociata treptat activitaplorpreote§ti. Situa^ia o intalnim ?i in lumea iudaica, 
unde levi^ii, specializaii in recunoa§terea bolilor (mai ales a leprei), interziceau patmnderea bolnavilor in comunitate pana in 
momentul cand semnele bolii au disparut. 

6 Deosebita este interpretarea cf. Sfantul Chiril al Alexandriei, Comentariu la Sfanta Evanghelie de la Luca, traducere din 
limba franceza de diacon Gheorghe Babu(. Editura Manastirii „Portari(a”, 1998, pp. 225-228. 

7 O posibila explica(ie a fenomenelor de combustie spontana §i-ar putea avea originea in aceste ac(iuni de „imbracare” a 
corpului uman cu unul eteric, demonic. In acest sens, multe aspecte legate de fenomenul combustiei spontane au fost bine 
lamurite de Jenny Randles §i Peter Hough in Combustia spontana, traducere de Daniela Darie-Tru(a, Targovi§te, Editura 
Domino, 1997. 

8 Teoria, conform careia demonii sunt cei care cauzeaza bolile, se regase§te la toate popula(iile Semite. Va fi imprumutata ?i 
de cretinism, care nuan(eaza aspectul pacatului in producerea bolii (Sfantului Chiril al Alexandriei in acest sens, 
Comentar..., p. 188 (Luca, 13, 11). 
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vanturi era considerat locuinta demonilor. Vanturile erau considerate de babilonieni drept 
principala sursa de raspandire a maladiilor infcctioasc 9 . Din acest motiv le-au botezat cu nume 
care raspandeau groaza 10 . Evident ca, treptat, „atribuind demonilor anumite boli, medicii 
babilonieni ofereau, intr-o serie de cazuri, §i explicajia logica cauzelor care au declan§at 
maladia” * 11 . 

Alaturi de medicamente §i prcscriptii medicale (igiena), oamenii apelau la amulete, 
incantajii si mantica. Preotii-medici confccponau din lut, ceara, aluat, ori ciopleau din lemn sau 
lucrau in metal 12 chipuri ale demonilor, pe care le distrugeau (ardeau sau loveau mutilandu-le), 
in cadrul unor ceremonii magice, avand crcdinta sincera ca prin aceste metode bolnavii se 
eliberau de duhurile care ii posedau. Multe din formulele de exorcizare s-au pastrat pana in 
zilele noastre. Anumite aspecte legate de formularea textelor pot fi recunoscute si in riturile 
recente de exorcizare 13 ale diferitelor religii monoteiste, precum si in practica magiei 
populare 14 . 

Inainte de a lua in discujie cei doi demoni, Pazuzu si Lamashtu, trebuie sa incercam un 
raspuns la o intrebare simpla. De ce un demon lupta impotriva altui demon alungandu-1? Apoi, 
o alta problema este cea ridicata de textele care vorbesc despre cei doi demoni ca despre „un 
cuplu”. Pazuzu este prezent ca demon masculin si sot al demonului-femela, Lamashtu. Astfel 
de relajii §i denumiri de orientare sexuala nu le vom intalni in lucrarile de dogmatica crestina, 
la capitolele despre crearea §i caderea ingerilor 15 , la fel cum, in chip explicit, nu avem cuno§tinta 
de existenja lor nici in lucrarile sfintilor parinti l6 . Conflictul intre Pazuzu si Lamashtu tine de 
relatia de familie, o stare „naturala”, de altfel intalnita in lumea zeilor si a oamenilor. Deci, nu 
exista un conflict ontologic, in acest sens evangheliile avand dreptate ( Matei , 12, 24-28). Pe de 
alta parte, lupta dintre sexe este identica cu lupta pentru putere. Cu toate ca nu avem cunostinta 
de ierarhia demonica babiloniana, nu inseamna ca ea nu exista. Daca ar fi sa dam crezare 
speculatiilor demonologiei crestine, diavolii pastreaza o ierarhie asemanatoare cu aceea pe care 


9 Chiar §i evreii au preluat aceasta dogma demonologica, mai degraba de la babilonieni decat de la egipteni. Dovada in acest 
sens este ,,textul primului Iov” descoperit in Sumer (cf. Samuel Noah Kramer, Istoria incepe la Sumer, fraducere de Cornel 
Sabin, Bucure§ti, Editura $tiinpfica, 1962, pp. 284-289) §i imbogatit mai apoi de teologia iudaica, in care vantul (Satana) 
lasat fiind de YHWH darama peste copiii lui Iov casa in care ace§tia locuiau (Iov, 1, 19). 

10 Oarecum ironica este situaiia actuala in care, o data cu inlelegerea mi§carilor atmosferice, dam uraganului sau ciclonului 
nume golite de pericol, ca Daniel sau Katrina, cu toate ca, la urma urmelor, ?i in trecut ?i acum ele aduc moartea. Dezvoltarea 
§tiinlei a produs o imblanzire doar a apelativelor prin care numim un pericol iminent, nereu§ind insa sa-1 inlature sau macar 
sa-1 diminueze. Un nume care sa indice pericolul il determina pe om sa i^i paraseasca locuinta pentru a se proteja, mai 
degraba decat unul comun, bland chiar, care nu reu§e§te nici pe departe sa trezeasca in populate instinctul de conservare. 

11 A. Lipin, ibidem, p. 342. Mai jos, autorul ofera un exemplu aratand cum „icterul, care provoaca, a?a cum spune un text 
antic, „ingalbenirea trupului omenesc, ingalbenirea ?i innegrirea obrazului, ca pana §i radacinile limbii se ingalbenesc”, era 
considerat ca apare in urma patrunderii demonului Ahazu in organism” (Ibidem). 

12 De cele mai multe ori din cupru, un simulacra al materialului divin, aural, inchinat doar zeilor. 

13 Foarte interesant este ca formula „hilka, be?a”, descoperita in incantatiile asiro-babiloniene, aveau intelesul de „dispareti”, 
,^u§inati-va”, adica forma latina a cuvantului „exorcismus” (ibidem, p. 353). 

14 Apar formulari ca: „Fiti blestemate (bolilor) in numele ceralui”, „Duh al Cerului, blesteam-o!”, „Rautatea voastra sa piece 
ca fumul spre cer” etc. (ibidem, p. 352). 

15 Pentru a argumenta acest aspect, este suficient sa spunem ca doar citindu-1 cu atentie pe pr. prof. dr. Dumitra Staniloae 
(Teologia dogmatica ortodoxa, vol. I, Editia a Il-a, Bucure§ti, Editura Institutului Biblic si de Misiune al Bisericii Ortodoxe 
Romane, 1996, capitolul „Crearea lumii nevazute. Lumea duhurilor netrupe§ti”, pp. 287-319), nu am gasit nici o referire cu 
privire la sexualitatea ingerilor sau a demonilor, fapt care ne face sa credem ca atat ortodoxia cat si catolicismul au considerat 
nesemnificativa aceasta chestiune, ea fiind in cel mai bun caz o inchipuire pe care demonii o proiecteaza asupra mintilor 
ereticilor si a vrajitoarelor. 

16 Prioritate in acest sens au avut patericele, precum §i scrierile Parintilor §i ale scriitorilor biserice§ti din primele veacuri 
creatine (secolele I-IV). Pe de alta parte, chiar daca diavolii se arata parintilor in chip de femeie, ace§tia nu-i numesc 
niciodata demoni-„femei”. Puterea harica le descopera parintilor pustiului ca aceste aratari feminine sunt diavoli nu dupa fire, 
ci dupa inchipuire (aratare, materializare). 
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au avut-o in rai 17 , bazata pe aceeasi lege a slujirii, cel slab supunandu-se celui putemic. Cei din 
grade identice se considera „inruditi” unii cu ceilalti si de aici dreptul de a forma un cuplu, la 
fel ca si in cazul marilor zei. Ascendentul lui Pazuzu sta in masculinitate, in victoria cultelor 
patriarhale asupra matriarhatului. Pe de alta parte, multe dintre zeitatile „mama” ale triburilor 
cucerite, cum este si cazul lui Lilith, pierd lupta pentru un loc in panteonul divin. Exilate si fara 
cult public, ele se transforma in demoni, supravietuind mitic ca sotii, in relatie cu personaje 
umane legendare (relatia: Adam - Lilith) sau cu demoni masculini. Aproape intreaga situatie 
este o proiectie a socialului profan asupra spiritualitatii Semite, in care femeia ramasa singura 
nu trebuia abandonata, doar daca era stearpa sau rea. Probabil din aceasta categorie facea parte 
Lamasthu, exilata in cele din urma in iad de un sot exasperat. 

Nici un demon nu slujeste de buna voie, cu atat mai putin Pazuzu, care se vede obligat sa 
se manifeste dupa ce numele ii este evocat alaturi de al altor zeitati mult mai puternice. Punerea 
unui nume minor alaturi de un altul major face ca, prin citire, primul sa intre in sfera de influenta 
a celui din urma. Magnetismul acesta mai poarta si numele de legatura. Astfel, Pazuzu este 
conjurat sa apara. De altfel, acesta este unul dintre principiile neschimbate ale magiei 
ceremoniale, Hind regasit in toate grimoarele care au supravietuit timpului 18 . 

Contrar parerilor de mai tarziu ale Sfintilor Parinti, babilonienii credeau ca spiritele, 
indiferent de calitatea spiritualitatii lor, sunt „barbati” si „femei” dupa/ire §i nu dupa inchipuire. 
Nu ar fi gasit nici un sens cu finalitate spirituals intr-o astfel de prefacatorie, cu atat mai mult 
cu cat, toate cate au fost create nu sunt altceva decat „oglinda” celor celeste, a marilor zeitati- 
cuplu creatoare. Daca din uniunea cuplurilor divine se pot naste fii, miturile o atesta, iar la 
randul lor, oamenii si animalele, cu mult inferioare, fac acelasi lucru pe pamant, de ce nu ar fi 
capabili si demonii sa procreeze intre ei? Mai mult decat atat, uneori fund atrase de frumusejea 
corpurilor umane sau animale, aceste fiintc spirituale, indiferent de statut, „le ating”, producand 
„conceperi supranaturale”. Relatia de cuplu nu exclude deci libertati extraconjugale, ele dand 
viata teoriilor despre demonii sucubi si incubi. In acest sens, mitologia antica este bogata in 
exemple, de care nici crestinismul nu este departe. Nu vom insista insa asupra lor, ci vom afirma 
doar ca ele apart in unui fond religios primar. El a inspirat credinta in uniunea sexuala a ingerilor 
cu fiicele oamenilor ( Facere , 6), despre care se vorbestc pe larg in apocrifele lui Enoch 19 . Daca 
demonii masculini erau asociati artei razboiului, o competitie in care cel mai bun invinge, 
demonii feminini anulau orice sansa la supravietuire, caci atacau insasi viaja din pantecele 
mamei. Luptau chiar impotriva destinului pe care nu-1 lasau sa se implineasca. Decesele 
femeilor gravide la nastere precum si imbolnavirea copiilor faceau mai multe victime decat 
razboaiele, motiv pentru care demonii feminini, responsabili de aceste atrocitati, trebuia sa fie 
alungati cu orice pret. Era cunoscut faptul ca demonii luptau intre ei pentru suprematia asupra 
diferitelor „segmente de piaja” ale vietii umane, motiv pentru care erau evocati de oameni spre 
a oferi protcctic, mai cu seama ca marii zei nu auzeau ruga celor simplii. 

Cu toate ca este extrem de greu monoteistului din zilele noastre sa injeleaga cum 
permanent cei mai multi dintre oameni i§i gaseau protecjie fugind de la un demon la altul, 
trebuie totusi sa aratam ca aceasta se intampla, pe de o parte, pentru ca in sine toate cultele 
religioase permiteau mi gratia credincio§ilor in functic de interesele personale, dupa cum, pe de 


17 Demonologia cre§tina, spre exemplu, vorbe?te despre o ierarhie demonica ( Efeseni, 6,12), la fel cum exista una cereasca 
(cf. Sfantul Dionisie Areopagitul, Opere complete fi scoliile sfantului Maxim Marturisitorul, traducere, introducere §i note de 
pr. Dumitru Staniloae, Edipe ingrijita de Constanta Costea, Bucure^ti, Editura Paideia, 1996, pp. 15-70). 

18 Grimoar este un tennen care, mcepand cu Evul Mediu ?i pana astazi, face trimitere la lumea magiei. Din francezul 
„grimoire”, cuvantul este o alterare provenita din latina insemnand gramatica neinteligibila (ezoterica) pentru limba vulgara. 
Grimoarul era limba culta sau limbajul initiatic al magilor, preotilor, filosofdor sau poetilor. Un limbaj a carui oralitate a fost 
captata de cuvantul serfs prin intermediul caruia va fi expus sistemul (magic, filosofic etc.). In principiu, este cel care face 
referire la magia culta, descriind ca un manual, dogma si practica magiei ceremoniale. 

19 Pentru cele mai bune clarificari ramane de consultat studiul pr. lect. dr. Remus Oni§or, Cartea lui Enoh fi apocaliptica 
intertestamentara. Alba Iulia, Editura Reintregirea, 2000. 
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alta parte, cultul religios apartinea claselor sociale bogate capabile sa-1 si intretina. Nu doar 
mi gratia credinciosilor, ci si rclatiilc dintre zei §i demoni, nu erau constante, caci ii citim in 
mituri facand aliante pe care mai apoi le desfaceau, se casatoreau, „divor(au”, devenind aprigi 
du§mani. Intr-o lume a sacrului cu o astfel de dinamica nu mai mira pe nimeni abandonarea 
unui zeu in favoarea altuia, ori, in cele mai nefericite cazuri, trecerea de la un demon la altul. 

2. Demonul Pazuzu 

In demonologia asiro-babiloniana a secolului I i.Hr., Pazuzu este perceput ca un demon 
deosebit de violent. Un spirit rau, al vantuluifierbinte din sud-vest, care „lupta” impotriva celor 
din sud-est, purtator de boala 20 . Conform Necronimicon-ului 11 , Pazuzu sau Azag-Thoth, cum 
mai e numit, este prezentat ca un demon orbit in marea batalie cu ingerii. Prin rang, dupa cadere, 
devine rege al Haosului. Atunci cand e exorcizat, se lupta indelung cu actantul magic, dovedind 
o violenta greu de descris. La fel, se crede ca doar un vrajitor puternic avea curajul sa il cheme. 
In actul evocarii, nu isi facea simtita prezenta decat in momentul cand ii era cunoscuta „pecetea” 
sau „semnul”, cu rol de nume 22 . De asemenea, arta magica il prezinta sub forma de statuie 
protectoare, cred cercetatorii, din bronz sau din alte materiale. Spre exemplu, una din ele, care 
se gase§te actualmente la Muzeul Luvru din Paris, il reprezinta cu corp de barbat, maini si 
picioare umane, dar in loc de degete are gheare, pozifia lor fiind evident ofensiva 23 , cap de 
caine, iar la spate, patru aripi de vultur, doua ridicate, doua coborate si coada de scorpion. Dintr- 
o perspective a descrierilor angeologiei biblice, data fiind pozijia si numarul aripilor lui Pazuzu, 
putem specula ca, inainte de cadere, el ar fi putut avea funcjia de serafim, cel cu §ase aripi. 
Dupa cadere, unele elemente se antropomorfizeaza, dovada ca doua din aripi s-au „transformat” 
in maini. Bustul ii este plin de solzi ce formeaza o plato§a, semn al caracterului razboinic al 
demonului si al unei primordialitati acvatice. Funcjia virila este reprezentata printr-un penis 
aflat in erectie, in forma de sarpc. Capul pare uman insa este monstruos transformat. Fa|a este 
deformata, fiind brazdata de taieturi adanci. Urechile ii raman umane, la fel ca ochi injectap, 
deasupra carora stau sprancene arcuite nervos. Un nas uman primeste in apropierea gurii o 
forma animalica (de cioc?); gura ii este deschisa intr-un ranjet plin de dispret. Pe cap, parul sta 
prins intr-un coc perforat la mijloc pentru a se putea trece prin el o ata care aga|a statueta pe 
post de amuleta 24 , la gat sau in alte locuri. Pe spatele amuletei se poate citi o autodescriere: „Eu 


20 Pe acest demon, „Iov” din Sumer il descrie ca pe: „demonul-boala invaluitor, care-§i desfa§oara larg aripile sale...” (Samuel 
Noah Kramer, op. cit. p. 289). 

21 Termen general care exprima un grap de vraji facute cu scopul de a ob(ine dragostea cuiva. Termenul este cunoscut ca o 
translatare din limba greaca a unuia si mai vechi, cel mai probabil de origine egipteana, nekros - VEKpog („moarte”), nomos - 
vdpog („lege”), eikon - sikcov („imagine”), adica, „icoanele legilor lumii umbrelor” sau „cartea mor(ilor”. Dupa parerea 
noastra, Necronomiconul este „maintemergatoral” grimoarelor. Necronomiconul se ocupa exclusiv cu invocarea „duhurilor 
celor deceda(i” sau a demonilor, cu scopul de a sluji de cele mai rnulte ori in interes propriu actantului uman. Din el credem 
ca deriva termenul de necromanfie („cunoasterea tainelor prin chemarea mortilor”) ?i necromant („cel ce vorbeste cu mortii”, 
cf. I Regi, 28). Astazi spiritismul prezinta formula ultima dar nu neaparat sigura a actului de necroman(ie (cf. N. Porsenna, 
Aparifiuni $i Fantome materializate. Bucure§ti, 1946). 

22 Puterea activa a numelor este recunoscuta la toate popoarele Semite, v.cf. Petru Adrian Danciu, Teologia numelor divine in 
Egiptul Antic. Caransebe?, Editura Dalami, 2005. 

23 Elementele antropomorfe §i cele zoomorfe ale demonilor sunt inspirate din cele ale zeilor. Ei sunt idolii, despre care 
Sfantul Apostol Pavel spune ca sunt „nimic in lume” (I Corinteni, 8, 4), chiar daca iudaismul recunoaste ca ele sunt 
reprezentari ale apari(iilor demonice (cf. I Paralipomena, 16, 26; Psalmul, 95, 5). 

24 Amuleta este un obiect mic, atarnat de gat sau de o alta parte a corpului considerat a fi purtatorul unei putemice incarcaturi 
magice. Cuvantul „este de origine latina ( amuletum - „obiect mic ce fere§te de rele”=, dar obiceiul de a purta asemenea 
obiecte dateaza din preistorie, ele fiind nelipsite din ornamentica triburilor primitive” (Ivan Evseev, Enciclopedia semnelor fi 
simbolurilor culturale, Timisoara, Editura Amarcord, 1999, p. 36). Daca amuletele sunt de obicei obiecte, talismanele pot fi 
texte scrise pe hartie sau pe alte suporturi materiale (ex. „Talismanul Maicii Domnului”, o mica bro§ura utilizata ca talisman 
§i considerata eretica in religia cre§tina). Pentru ca se bucura de aceea^i uzan(a magica, cei doi termeni, nu de putine ori, sunt 
considerati sinonimi. Cat despre talismane, Eliphas Levi spunea ca: „studiul talismanelor ?i al pentacolelor este una din cele 
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sunt Pazuzu, fiul lui Hanpa 25 , rege al spiritelor rele din aer (a caror violenta si viclenie este 
recunoscuta si in crestinism - cf. Efeseni, 2, 1-2; 6, 12), care ies ca o furtuna din munji 26 , facand 
prapad” 27 . Origen avea dreptate atunci cand spunea ca: „a invoca demoni prin aceste imagini §i 
aceste reprezentari este obiceiul acelora care i§i exprima astfel ingrijorarea lor. Ei o fac fie 
pentru a respinge, fie a atrage relele” 28 . Statueta este deci o „casa a demonului”, la fel cum 
idolul este corpul zeului. Irascibilitatea li putea stopata doar prin invocatii ce urmareau mutarea 
lui din victima umana in animale 29 ori in alte persoane 30 . Mai degraba o formula de transfer, 
exorcismul reprezenta un pericol chiar §i pentru magul sau preotul templului care rostea 
incantatiile. 

Totusi, Pazuzu juca un rol pozitiv cand se impotrivea „vanturilor” sau demonilor de vest. 
Printre ei si demonul Lamashtu. Impotriva ei, femeile §i copiii purtau amulete cu chipul lui 
Pazuzu, semn ca se poate si mai rau. El era, se pare, singurul care-i putea face fata. Unele din 
figurile talisman descoperite ilustreaza acest conflict. Lamashtu, demonul-femela care fura 
pruncii din bratele mamelor este pusa pe fuga de Pazuzu care o forteaza sa coboare in lumea 
subterana. Astfel de amulete puteau fi vazute in casele babilonienilor, prinse pe mobilierul din 
donnitor. Se credea ca, expuse cu scop preventiv, demonul este pus pe fuga la simpla lor vedere. 
O abordare asemanatoare o gasim la romani in cazul demonului Avestita. 

De ambele margini, placa este tinuta de ghearele demonului Pazuzu, al carui cap este 
vizibil deasupra. Prezenta chipului demonic este garantul formulei de exorcizare. Din analiza 
amuletei se desprind patru etape ale exorcismului. in primul registru, bolnavul se pune sub 
protcctia unor divinitati superioare. in al doilea registru, procesiunea demonilor ii cere lui 
Lamashtu sa se intoarca in infern, locuinta ei. in cel de-al treilea, bolnavul i§i ridica mainile la 
cer, iar de fiecare parte a patului sau, doi preoji magi executa un ritual de exorcizare cu scopul 
alungarii demonului din corpul bolnavului. Evenimentele din registrul doi si trei se petrec in 


mai curioase ramuri ale magiei §i se leagS de numismatica istoricS” (Dogma fi Ritualul Inaltei Magii. Dogma, traducere de 
Maria IvSnescu, Bucure§ti, Editura Antet, 1996, p. 194). 

25 Mai este cunoscut sub numele de Hanbi. Credin(ele populare il identifies cu Satan, fratele arhanghelului Mihail. 

26 Munpi erau considered locuinta zeilor, dar §i lSca§ de refugiu pentru demoni, la fel ca orice alt loc pustiu. Pentru ca era un 
demon putemic, Pazuzu era la fel de infrico§Stor ca un zeu. Locuirea pe munte ii indicS puterea, Pazuzu stand in apropierea 
zeilor. Chiar dacS babilonienii asociau muntele Ziguratului, ei excludem un cult dedicat lui Pazuzu, cu toate ca nu excludem 
un cult adresat lui Hampa pe anumite inalfimi muntoase. La randul ei, furtuna reprezintS, dupS cum afirma Hiebert, „puterea 
absolutS care putea ac(iona atat in mod du§mSnos cat §i in mod binefacator” (apud. Silviu Tatu, op. cit., p. 140). Chiar §i 
YHWH se manifests prin intermediul furtunii (Ibidem). 

27 Walter Krauss, Civilizafia asiro-babiloniana, traducere §i note de Constantin Ionescu Boeru, Bucure§ti, Editura Prietenii 
CSrtii, 1996, p. 138. 

28 Origen, „Omilii la cartea Ie§irii”, VIII, 3, in Scrieri alese, partea I-a, col. „PSrinti si Scriitori Bisericesti”, vol. VI, Studiu 
introductiv §i note de pr. prof. Teodor Bodogae, Bucure§ti, Editura Institutului Biblic si de Misiune al Bisericii Ortodoxe 
Romane, 1981, p. 85. 

29 Transferal demonilor din posedat in obiecte sau in animale era o practicS de exorcizate des utilizatS la semi^i (§i nu numai). 
Un exemplu eloevent in acest sens este episodul din tinutul Gadarenilor cand demonii ii cer lui Iisus sS nu ii trimitS in iad, ci 
in porci, Acesta ascultandu-le ruga. Demonii pSrSsesc posedatul §i intrS in animale (cf. Marcu, 5, 10-13). Credem cS, printr-o 
astfel de practicS, intenpa exorcistilor a fost aceea de a oferi o variants compensatorie diavolilor, sau „o jertfS”, la fel ca in 
cazul „(apului ispS§itor” cand rSul transferat in animal, rSmane la demonul Azazel (Rene Girard, Japul ispafitor, traducere 
din limba francezS §i note de Theodor Rogin, Bucure§ti, Editura Nemira, 2000). PScatele §i deci vina omului sunt trecute intr- 
o victims animals vehicul care, prin jertfa proprie, le transports in lumea umbrelor. 

30 Exists situa(ii in care demonii, ie§ind din bolnav, intrS prin atingere intr-un alt om, (cf. Filocalia, vol. XII, Traducere din 
grece§te, introducere §i note de pr. prof. dr. Dumitra StSniloae, Bucure§ti, Editura Harisma, 1991, p. 18) sau chiar in preot (cf. 
pr. Monahul Teognost, Tama Sfantului Maslu. Taina tdmdduirii sufletului fi trupului, f.l., f.ed., 2002, p. 116). 
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acelasi timp. In ultimul registru, Lamashtu e prezentat pe un magar 31 , ce sta mtr-o barca 32 
mdepartandu-se pe apa (mare) 33 . Ea tine in fiecare mana cate un sarpc 34 , in timp ce doi caini 35 
sug la sanii sai. In fa(a, levitand in eter, se deplaseaza merindele care i s-au adus ca jertfa 36 . Ele 
vor fi „consumate” pe tot drumul pana la intrarea in infem. In lateral-spate, pe mal, o „inso(e§te” 
cu amenintari Pazuzu, so|ul ei. El se asigura ca sotia ii va ajunge cu bine la destinatie. 

Pentru ca astfel de plachete nu puteau fi purtate de copii sau de femeile insarcinate, s-a 
apelat la un sistem mult mai simplu de a-1 alunga pe demonul Lamashtu. Au fost fabricate si 
purtate ca amuleta capul infiorator al acestui demon de catre toti cei care se considerau vizati 
de Lamashtu. De asemenea, ele erau agatate la patul copilului sau al femeii insarcinate. 

Un alt tip de amuleta este masca. S-a pastrat reprezentarea plastica a unei fete humanoide, 
ridata, cu barba care-§i arata coljii, reprezentandu-1 pe Pazuzu. Masca gasita intr-un mormant a 
fost turnata in bronz si a fost achizijionata de arheologul Claudius James Rich (1786-1821). El 
a reu§it sa identifice cu succes ruinele Babilonului in anul 1811. Rich o descrie ca pe un 
ornament mic din bronz asczat alaturi de un schelet intr-un sicriu, la Mujelibe' (un cartier al 
cetajii-capitala). S-a sugerat ca piesa fost refolosita in antichitate in scop ritualic, chiar daca 
sapaturile mai noi in aceasta parte a Babilonului au dovedit ca mormintele sunt de data mai 
recenta. Rolul mastii era cu siguranja unul ritualic. Ea inmagazineaza o puternica for|a de natura 
magica 37 energia vitala sau numele demonului reprezentat si care poate fi oferita „cu imprumut” 
actantului care o purta. Este deci posibil ca cei care utilizau magia §i il chemau pe Pazuzu sa fi 
apartinut unui „clan” de preoti exorcisti. Este evident ca Pazuzu nu putea fi evocat decat de 
barbati instruiti in tainele magiei ceremoniale. E de presupus ca intreg arsenalul de obiecte 
magice nu era instrainat. Masca il ocroteste pe defunct in infern, la intalnirea cu Lamashtu. Mai 
mult decat atat, defunctul va participa alaturi de Pazuzu in lupta impotriva demonilor rivali de 
fiecare data cand numele demonului va fi chemat. Convertirea numelor umane in demonice nu 
este un fenomen nou. Il vom reintalni peste milenii si in Romania. Menjionam ca o situajie 
asemanatoare este identificata si in cazul demonului femela, Avestija, cea cu multe nume. Ele 


31 La popoarele Semite, magarul servea „ca animal de calarie fie divinita^ilor, fie defunctilor pe lumea cealalta. A§a era 
magarul ro$cat, creatura cvasi-monstraoasa de care mopii se temeau in taramul de dincolo... Biblia il trece printre fapturile 
impure in Egipt, el devine atribut al lui Seth, asimilat in epoca Regatului tarziu cu duhul raului” (Jean-Paul Clebert, Bestiar 
fabulos. Dicfionar de simboluri animaliere, Traducere din limba franceza de Rodica Maria Valter §i Radu Valter, Bucure§ti, 
Editura Artemis & Cavallioti, 1995, p. 183-185). In cazul nostru, el este „obiectul” prin intemiediul caruia se face transferal 
demonului din posedat in iad. 

32 Vehicul intalnit §i in mitologia egipteana sau greaca, cu acela§i rol, de a transporta zeitaple, demonii precum §i sufletele 
mopilor in lumea umbrelor. Important este ca el anuleaza libertatea de acpune celor aflap la bord, protejandu-i in acelasi timp 
de apele haosului. Ambarcaliunea ofera o direc^ie liniara, cu o singura oprire, semn al suprema^iei coordonatelor spa^iale intr- 
o lume, in care dezordinea este stapana. 

33 In tablitele care prezinta „Povestea unui amarat”, apare o descriere asemanatoare cu cea din talismanul nostra. Aici, 
demonul Labartu, cel care provoaca febra, este exorcizat din corpul bolnavului. Demonul este „tarat in jos”, iar „in valurile 
marii el cufiinda fierbinleala febrei” (*** Gandirea asiro-babiloniana in texte, Bucure§ti, Editura $tiinpfica, 1975, p. 275), 
semn ca apele primordiale consuma tot, chiar si pe demoni. 

34 Dupa Jean-Paul Clebert, „5arpele este inainte de toate rapitoral nemuririi” (op. cit., p. 270). Pentru noi, serpii expusi sunt 
armele demonului. Prin intermediul lor, „fluidul” demonic patrande in corp, producand dezordinea ce-i permite mai apoi 
demonului sa-1 posede. 

35 Cu privire la rolul cainelui in riturile de trecere, Clebert afirma: „de indata ce defunctul a trecut pragul morfii, el inceteaza a 
mai fi prada cainelui, pentru a deveni, dimpotriva prietenul lui” ( ibidem , p. 76). La fel, in cazul nostra, cainii au un rol 
pedepsitor. Ei au un rol pedepsitor, caci o „secatuiesc” de putere pe tot parcursul drumului infernal, pana la intrarea in infern. 
Uneori apar la sanii ei nu doi caini, ci un pore §i un caine. 

36 Daca privim cu atenpe tableta, vedem braful stang precum §i labele picioarelor unui om, semn ca nu erau excluse §i jertfele 
umane. De asemenea, pe langa bucaple de carne, distingem copita unui animal, despre care nu putem decat banui ca este a 
unui magar sau al altui animal considerat impur. 

37 Prin intermediul ma§tii, actantul devine zeul sau, de ce nu, demonul incarnat care se opune forlelor spirituale opuse ritului. 
Acesta este §i motivul pentru care Evseev sus^ine ca „masca confine o putere magica impotriva raului, dar produce groaza 
celor din jur, impunandu-le voin^a purtatoralui ei” (op. cit., p. 273). 
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nu sunt demonice ci umane, porecle chiar, situatie ce ne indica faptul ca cele mai loiale dintre 
vrajitoarele slujitoare, dupa moarte, sau poate chiar din timpul viejii au fost „infiate” ori s-au 
idcntificat cu demonul femela. La urma urmelor, demonii care au la activ o „cariera” nu sunt 
aljii decat cei carora li s-a adus continuu cult de adoratic, fapt care implied ideea de comunitate. 
Avem de-a face deci cu o „traditic demonolatra”, despre care avem pujine date, dar totusi 
suficiente pentru a-i constata existenja. Cu siguranta ca viitoarele cercetari din domeniul 
demonologiei vor pune in lumina acest aspect deosebit de important. El va revela continuitatea 
unei tradijii secrete, care a strabatut nu doar spatii, ci si religii. Trebuie sa ne reamintim ca 
scenariul post mortem al episodului intalnirii sufletului cu demonii este intalnit in toate religiile 
lumii. Daca defunctul cuno§tea (intelegea) numele de forta ale fiintelor infernale, nu de putine 
ori pazitoare ale pragurilor, reusea sa evite damnarea etema. Astfel, nu ne mira ca defunctul 
purta masca unui demon, pentru el, cu rol de zeu protector. 

3. Demonul feminizat Lamashtu 

Lamashtu sau Lama§tu este recunoscut ca cel mai feroce demon feminin akkadian. Ea 
este distrugatoarea lauzei si pricinuitor al tuturor bolilor sugarului. Lamashtu ii corespunde 
sumerienei Dimme 38 . O putem cataloga drept un demon de categoria „A”, adica dusman 
declarat al principiului viejii. Din punctul de vedere al istoriei demonologiei, Lamashtu este 
prototipul tuturor demonilor-femela cunoscup in practica magica. Nu este de mirare ca 
amintirea sa a fost transmisa de-a lungul timpului si proiectata asupra altor fiintc demonice din 
diferite sisteme religioase. Originea-i divina este recunoscuta in textele babiloniene de vraji. 
Aici „este descrisa ca fiica viguroasa a zeului Anu” 39 . In comparatie cu Pazuzu, sotul ei, 
Lamashtu descinde dintr-o sorginte cereasca. Ea este fiica lui Anu 40 , o divinitate superioara lui 
Hanpa, tatal lui Pazuzu. Practic, Lamashtu era mana dreapta a zeului Cerului, ocupand un loc 
important in ierarhia cereasca, cat timp a fost zeita. Interesant este ca acest element al puterii 
nu se pierde. La randul ei, Avestita, o „prelungire” in demonologia populara romaneasca a 
demonului Lamashtu, este considerate „aripa dreapta” a Satanei. Avem astfel doua familii, una 
divina, reprezentata prin Anu si fiica sa Lamashtu, §i una demonica, Hanpa si fiul sau Pazuzu. 
Cumva, Lamashtu a parasit lumea zeilor de buna voie sau rapita. A acceptat insa de buna voie 
casatoria cu Pazuzu, ramanand captiva sferei demonice. Nu stim cauza sterilitatii ei - probabil 
pedeapsa divina o va impiedica sa procreeze, ori poate diferenta dintre speciile spirituale. 
Frustrate si pline de ura, se intoarce impotriva oamenilor, protejatii lui Anu. 

In aproape toate reprezenterile plastice care au ajuns la noi, este infatisata la fel, cu sanii 
dezgoliji, la care sug fie doi caini, fie un caine si un pore 41 . O vedem tinand In maini fie 
pieptenele (semn cd nu ii scape nimic) §i vartclnita (prin intermediul cereia controleaze „cursul” 


38 Dupa Manfred Lurker, Dimme este demonul „feminin sumerian al febrei puerperale §i al bolilor sugarilor, numita adesea 
„fiica lui An” (Lexicon de zei fi demoni, traducere din limba romana de Adela Mo^oc, Bucure§ti, Editura Enciclopedica, 

1999, p. 86). 

39 M. Lurker, op. cit., p. 185. 

40 Anu era considerat stapanul cerului in mitologia asiro-babiloniana, avand in acela^i timp §i toata puterea pe Pamant. Locuia 
in empireu (sfera cereasca cea mai indepartata de Pamant, locuinta a divinitaplor superioare), loc unde ii primea pe ceilal^i zei 
la sfat. In mitologia akkadiana, este zeul suprem §i inipator al antropogenezei. in varianta hurrita, el este prezentat ca zeu 
tanar ?i creator al vanturilor, uzurpand tronul tatalui sau, Alalu. Este mu§cat de fiul sau, Kumarbi, care ii ia toata puterea. 
Dupa acest eveniment nefericit, el se retrage defmitiv in adancul cerului, devenind deus otiosus. De?i este socotit tatal tuturor 
zeilor, Anu isi are originea dintr-o pereche mai veche, An§ar (simboliza totalitatea lucrurilor cere§ti) ?i Ka^ir (simboliza 
totalitatea lucrurilor pamante§ti). La randul lor, cei doi provin dintr-o pereche §i mai veche: Lahmu §i Lahamu. Abia ace§tia 
din urma ies dintr-o pereche inipala: Apsu (apa care inconjura pamantul) §i Tiamat (marea propriu-zisa). impreuna cu Enlil ?i 
Ea, Anu a format prima triada a panteonului babilonian. Iar cu zei^a Ishtar, au fost protectorii cetaplor Uruk §i Erech. 

41 Rolul impur al celor doua animale e preluat §i de evrei si poate nu degeaba Hristos le aminteste impreuna atunci cand 
vorbe§te despre cele sfinte, care nu trebuie amestecate cu cele spurcate: „Nu dap cele sfinte cainilor, nici nu aruncap 
margaritarele voastre inaintea porcilor, ca nu cumva sa le calce in picioare §i, intorcandu-se sa va sfape pe voi” ( Matei , 7, 6). 
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vietii), fie doi §erpi sau unul singur rupt in doua 42 . Mircea Eliade observa pe buna dreptate 
complexitatea elementelor animaliere. Bogatia bestiarului ce o compune trimite la tot atatea 
simboluri, care, interconectate, ii releva personalitatea: „are dinti de magar, un membru de 
pantera, urla ca un leopard, Jine §erpii in maini, pieptul ii este mu§cat de un caine si de un pore, 
etc” 43 . O gasim adesea reprezentata avand „cap de leoaica si corp de magar 44 ; iar mainile ei sunt 
un navod” 45 . 

Acelasi lucru se poate afirma si despre semnele prin care este identificata posesiunea cu 
demonul Lamshtu. Victima primeste un puternic miros strain, de Jap 46 ; copilul „urla ca un 
caine 47 , miroase ca un vultur, ca un corb, ca un pestc, etc.” 48 Mai mult decat atat, avem de-a 
face cu un vampir care „suge sangele animalelor si oamenilor, dar mai cu seama al copiilor 
mici” 49 . Tot ea este cea care forjeaza mamele sa-i predea copiii, cu a caror vitalitate (sange) isi 
hraneste Uinta vesnic infometata. Este un demon al bolii in general, ca mulji aljii 50 , si al uciderii 
copiilor in special. lata cum ii descrie Constantin Daniel actiunca: „...acest demon, dupa ce iese 
din stufari§, se a§eaza pe capul femeilor ce au copii mici §i le cere sa ii incredinjeze lui copiii 
spre a-i alapta, dar in realitate spre a-i ucide. Caci sangele de om este hrana care il satura pe 
el” 51 . Lamashtu apare aici ca un elemental al apei 52 , care prefera uneori sa ucida prin inecare 


42 Este posibil ca acest gen de reprezentare sa insemne ruperea blestemului si desfiintarea puterii lui Lamashtu. Partea finale a 
sarpelui are coada de peste, existenta abisala, anti-existentiala. 

43 Mircea Eliade, „Demonologie indiana §i o legenda romaneasca”, in Revista Fundafiilor Regale, nr. 12, 1937, p. 210. §i in 
textul indian Astangahrdaya, „simptomatologia posedarilor pastreaza, intr-o forma alterata, elemente animaliere” (ibidem). 

44 Asinul, animal cvasi-ambivalent, despre care am mai vorbit, era socotit in intreaga lume Semite drept un reprezentant al 
raului. Egiptenii erau convinsi ca in lumea de dincolo existau „nenumarali demoni cu cap de asin, paznici ai u§ilor catre 
taramul subpamantean” (dr. ing. Mitica Georgescu, dr. George Constantin Georgescu, Mitologie zoocinegetica. Obiceiuri, 
credinfe, superstijii, Pitesti, Editura Paralela 45, 2002, p. 20). Atunci cand Iisus Hristos a intrat in Ierusalim pe o asina 

( Matei , 21, 1-7), a aratat ca este cel care a supus toate duhurile potrivnice (v. cf. Marcu, 11,4-7, comp, cu Walter-Jorg 
Langbein, Lexiconul erorilor biblice, traducere din limba germane de Silviu Dancu, Pitesti, Editura Paralela 45, 2005, pp. 
185-188). 

45 M. Lurker, op. cit. Origen, scriitor cre§tin al secolului III, face o trimitere la ndvodul ingerilor in care sunt prinsi cei rai 
(Origen, „Din comentariul la Evanghelia dupa Matei”, XIII, in Scrieri alese, partea a Il-a, col. „Parinti si Scriitori 
Bisericesti”, vol. VII, Bucure§ti, Editura Institutului Biblic si de Misiune al Bisericii Ortodoxe Romane, 1982, p. 34). In 
ambele situatii, navodul este o unealta a simbolismului acvatic, o anna nevazuta sigura si selectiva. 

46 Mirosurile urate sunt semne ale prezentei demonilor. Mai cu seama atunci cand apar sau cand pleaca, demonii lasa in urma 
un miros pestilen(ial. Tipurile de mirosuri pot indica faze ale posesiunii sau chiar mai multe prezente demonice. La randul ei, 
patrologia aminteste numeroase intamplari in care mirosurile urate sunt sim(ite de parin(ii pustiei, fie in viziuni, fie aievea (cf. 
loan Moshu, Limonarul sau livada duhovniceasca, traducere §i comentarii de pr. prof. dr. Teodor Bodogae §i Dumitru 
Fecioru, Alba Iulia, 1991, p. 39). Mirosurile (cf. Tobit, 6, 17) sau miresmele bune, ca tamaia (cf. Apocalipsa, 8, 4), mirul 
(loan, 12, 3) sau untdelemnul (men(ionat inca din secolul V in cultul crestin, cf. pr. monahul Teognost, op. cit., p. 255), aveau 
rolul de a exorciza de prezen(ele demonice atat trupuri, lucruri cat ?i spatiile domestice unde oamenii locuiau. De altfel 
tehnica magica a aromo-terapiei detine un rol esential in practica exorcismului. 

47 Adesea demoniza(ii scot sunete non-umane, asemanatoare cu ale animalelor. Pentru exorcist este un semn al prezen(ei 
demonului in corpul victimei. Sunetele tin de un limbaj specific, amanunt asupra caruia nu vom insista. Astazi se face 
diferen(a intre boala §i posesiunea diabolica, cu toate ca discu(iile raman mereu aprinse cand e vorba de cea din unna. Pentru 
o mai buna lamurire, pot fi recomandate doua lucrari recente atat din perspective catolica: Tracy Wilkliinson, Exorcipii 
Vaticanului. Alungarea diavolului in secolul XXI, Traducere din limba engleza de Gabriela Martina. Bucure§ti, Editura 
House of Guides, 2007) §i ortodoxa, prin Ieromonah Savatie Ba^tovoi, Pentru cine bat clopotele la Tanacu?, Bucure§ti, 
Editura Cathisma, 2007). 

48 Mircea Eliade, art. cit. 

49 Constantin Daniel, Civilizafia asiro-babiloniand , Bucure§ti, Editura Sport-Turism, 1981, p. 270. Originea din perspective 
demonologice a vampirismului nu o vom gesi in Romania, ci in Babilon. 

50 Demonii bolii aveau numele general de alu: „(Demonul bolii) alu s-a imbracat in corpul meu ca §i cu o haine” 

(Gandirea..., p. 272). 

51 C. Daniel, op. cit. 

52 In accep(ia comund a demonologilor, spiritele elementale ale apei se numesc: ondine, naiade sau nimfe. Ele „populeaze 
regatul apelor §i bantuie raurile §i izvoarele §i uneori pe cei adonni(i lange ele, furandu-le inima ?i sufletul” (Christian ?i 
Miriam Dikol, Inalta divinafie. Intre magie fi vrdjitorie, Bucure§ti, Editura Antet, f.a., p. 59). 
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atunci cand mamele i§i scalda copiii (li incredintcaza apei). In toate crcdintele populare, mecul 
este pus pe seama demonilor apei, care apar sub infatisare feminina „furand inintilc” cand se 
a§eaza pe capul victimei 53 ce moare inecata. 

Cat priveste exorcizarea demonului mesopotamian, Constantin Daniel ne aminteste de 
existenta a trei tablite redactate in neo-akkadiana, unde gasim descrise metodele prin 
intermediul carora ea poate h alungata. Pe langa exorcismele in care apare Pazuzu in rol de 
„demon protector”, in afara de descantece, gasim „tot soiul de substante cu efecte pur medicale: 
plante, pietre, dar mai cu seama piatra ittamir care impiedica avorturile, apoi parji din animalele 
impure ca porcul §i magarul, alifii cu asfalt, pamantul, grasime de pore, pe§te §i plante” 54 . 

Cuplul demonic Pazuzu - Lamashtu este departe de orice comparatie cu cel format intre 
§echinah si YHWH 55 , aceasta pentru ca primul este o formula duala nonconformists, in care se 
accepta conflictul dintre principii (masculin/ feminin), paradoxal sustinuta de „nepotriviri de 
caracter” si animata de o continua discordie, o umbra a iubirii dintre zei. Acest cuplu demonic 
este mai degraba prototipul relatiilor neconforme Adam - Lilith sau, de ce nu, Arhanghelul 
Mihail - Avestita. 
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deci sa aeponeze contrar vointei lui. Este ceea ce se subliniaza foarte interesant la Hernia (*** Pastorul lui Hernia, 
Traducerea textului §i ingrijire edipe de Monica Medeleanu. Bucure§ti, Editura Herald, 2007, p. 80-82) unde se vorbe§te 
despre ingerulpacatului, care atunci cand afecteaza inima omului indepline§te raul numaidecat fara ca voiipa lui sa aiba vreo 
putere. Este posesiunea celor „caldicei” (cf. Apocalipsa, 3, 15), oameni care nu sunt neaparat buni, precum nu sunt neaparat 
rai. De cele mai multe ori, posesiunea este temporara, victima umana, daca supravietuie?te, nu va putea sa raspunda pentru 
faptele sale. E ceea ce se nume§te „pierderea temporara a cuno§tintei”, chiar daca omul este in stare de veghe. 
Somnambulismul este, conform credintelor magice populare, §i el un fenomen de posesiune temporara produs de spiritele 
rele. Desigur, in cazurile grave de posesiune, omul nu mai poate fi responsabil de aepunile sale, a§a cum declare insu§i 
demonul dintr-un posedat: „A re minple legate. A?a am facut... I-am legat minple...” (Monahul Teognost, op. cit., p. 96). 

54 C. Daniel, op. cit. Iar in continuare arata: „Toate aceste mijloace terapeutice se aplica pe locurile bolnave in cantita^i 
suficiente §i sunt legate cu ni§te §nururi anume. Ca mijloc de calmare §i de potolire a durerii se dadea in dar un praznel de fus 
rupt, sau un fus rapt” (ibidem). 

55 Cf. Gershom Scholem, cap. „§ehina; momentul feminin pasiv al divinita^ii”, in Despre chipul mistic al divinitdjii. Studii 
privitoare la conceptele fundamentale ale Cabalei, Traducere din germana de Viorica Ni§cov, Bucure§ti, Editura Hasefer, 
2001, pp. 120-171 §i la Gershom Scholem, Cabala §i simbolistica ei, Traducere din germana de Nora Iuga, Bucure§ti, Editura 
Humanitas, 1996, pp. 114-124. Despre potenlialitatea demonica a lui $echinah v. cf. Moshe Idel, Cabala fi Eros, traducere 
de Catalin Patrosie, Bucure§ti, Editura Hasefer, 2004, p. 270. 
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Abstract: The study "COSTANTIN STAMATI: A "NOTEWORTHY” PREDECESOR OF ROMANIAN 
FANTASTIC PROSE” is an application of literature field . Thesis in which direction it is argued: C. 
Stamati is an enlightened mind that breathes new life into Romanian lyrical style, in imitation of writers 
tight while retaining a great deal of originality of his writings. He is among the first writers who predicts 
the value of Romanian folklore and exploit it in a fabulous epic.C. Stamati inserted in his fantastic 
elements, the macabre type, a "painter Sint invdlmdyelii and colors of humor" as distinguished literary 
critic G. Calinescu comparable of Eminescu. His work universe is populated with heroes, fairies, 
Tricolici, angels and demons, and epic passages abound with beautiful descriptions. He recovered 
ahead of Eminescu, Dacian myth, flight and journey to other spheres, the futility of life lived without 
love and happiness as dream ( at Eminescu appears as a dream world!). 


Keywords: macabre vision, fantastic literature, folklore cult, fabulous epic 


1. Introducere: 

Considerat de unii critici „un poet minor”, Costache Stamati nu este menjionat in „Istoria critica 
a literaturii romane” de N. Manolescu (2008) (nici un rand!). El este mcnponat in „Istoria 
literaturii romane de la origini pana in prezent” de G. Calinescu (1941) §i in „Dic(ioarul 
literaturii romane de la origini pana la 1900” (Ed. Academiei RSR, 1979), care vor fi sursa 
conturarii portretului de scriitor. Despre acesta, in lucrarea amintita, G. Calinescu preciza:”In 
realitate el este eminent, mai mare in privinja limbii decat Bolintineanu, in cateva puncte 
comparabil doar cu Eminescu”. (G. Calinescu, 1941, col. 1, p. 229). §i tot el ii remarca direcjia 
„viziunii de obiceiu macabre in care se arata un pictor cu simjul invalma§elii §i al umorului de 
colori” (G. Calinescu, 1941, col. 1, p. 229). in ceea ce prive§te anul §i locul na§terii poetului, 
acestea nu se pot preciza cu exactitate: Conform Dicfonarului menjionat, se precizeaza: 1786 
Hu§i sau Ia§i - 12. IX. 1869, Ocnija - Hotin. (Dic(ionar..., 1979, col. a Il-a, p. 804). §i tot din 
aceasta sursa, aflam ca in anul 1812, tatal poetului, Toma, s-a stabilit cu familia la Chisinau. 
Costache este al 3-lea copil al familiei, dctinc numereoase funcjii administrative la Ia§i si in 
Basarabia, iar in 1826 primestc grad de cavaler al ordinului „Sf. Ana”. De asemenea, Stamati 
este bun cuboscator al limbilor: greaca, germana, rusa si franceza; prieten cu poetul rus Puskin, 
cu Savinin prin care 1-a cunoscut pe poetul Jukovski; cu Alexandru Hijdeu (fiind si ruda), 
Asachi, Dimaki, C. Conachi si M. Kogalniceanu. Pentru ca scrie si traduce din clasici §i 
romantici, poetul aduce un suflu nou in literatura vremii sale. Publica poezii in „Albina 
romaneasca” (1830-1834), „Dacia literara” (1840), „Almanah pentru romani” (1853), 
„Foiletonul Zimbrului” (1855). Prima edijie a operei sale, „Povestea povestelor” apare in 1843, 
la Ia§i in „Cantora foaiei satesti”; „Musa romaneasca, I”, cditic ingrijita de Theodor Codrescu 
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la Ia§i, Tipografia ,,Biiciumul roman” in 1868; o alta edi(ic apare la Ia§i, Tipografia ,,Saraga” 
1896; alta este eclitia ingrijita de Ion §i Rodica Rotaru cu o introducere de Ion Rotaru, 
Bucuree§ti, Editura pentru Literatura in 1967, editic din care v-om cita in cadrul cercetarii 
noastre, care privcstc inserarea elementelor de fantastic in opera poetului. 

In ceea ce privcstc originalitatea poetului putem afirma ca povestirea ii ofera cadrul de a creiona 
„tablouri fantastice, intunecate cu un aer de vechime §i legenda” (Dicjionar..., 1979, col. I, p. 
804). De asemenea in „Genul vechi al romanilor si romanii de astazi” este evocat mitul dacic, 
valorificat ulterior de Asachi si Mihai Eminescu. Apoi, prin cateva articole pune in evidenja 
„sensul pariotic al literaturii”, §i face parte din categoria primilor scriitori care intuiesc valoarea 
valorificarii culte a folclorului. 

Criticul Mircea Anghelescu in „Poarta neagra: scriitorii si inchisoarea” subliniaza 
sensibiliatea lui Stamati de a surprinde „chiar daca intr-o limba butuconoasa” sufcrinta omului 
privat de libertate prin asocierean cu un fluture captiv (M. Anghelescu, 2013). De asemenea, 
criticul Mihai Zamfir ii recunoa§te meritul poetului basarabean de a aduce in literatura romana, 
prin traduceri „o stare de spirit” (M. Zamfir, 2011). Beatrice Camelia Arbore considera in 
„Shakespeare in oglinda timpului” ca Drago§” prin „aparitiile lui Vronta §i ale duhurilor 
rele....pastreaza elemente ale macabrului macbethian” (B. C. Arbore, 2016). 

2. Eposul folclorico - fabulos: 

Referitor la asimilarea folclorului autohton §i a dimensiunii sale fantastice, putem mentiona 
„Povestea povestelor” care vizeaza intemeierea Moldovei prin calatoria lui Bogdan dc-as gasi 
ursita. Aici, originalitatea poetului este vizibila in „amanuntul pitoresc sau burlesc, ineditul unor 
imagini, de viziune terifianta, descripjia teratologica, dar si umorul de csenta populara, 
asimilarea unor procedee ale poeziei §i basmului popular, folosirea fondului folcloric de 
crcdintc si supcrstipi, limbajul naos, savuros, caruia ii sunt asociate unele neologisme” ( 
Dicponarul..., 1979, col. I, p. 805). De la inceputul textului se marturiscste genul si scopul 
scrierii: „ne inflacarara fantezia de fabuloase tradipi” cand „incep dar fantastica me balada” 
(Stamati, 1967, p. 22, 24). 

Din punctul nostru de vedere, al prczcntei fantasticului, identificam in opera lui Costache 
Stamati: 

a) Personaje de tip fantastic: 

• Vronta, strigoiul-vampir: „ Si tricolici negru fiorosul Vron(a/.privea slut cu ochii/ 

(...). In ochii sai aprigi, singero§i salbaici/ Se vede durere, pisma §i urgia, / §i clabucii 
negri cclocotea in bafta-i, / Caci afurisitul inca nu perisa” (Drago§, p. 28). (...)/ „Fioros 
pa§e§te, si supt a lui talpe/ Piriind ciolane si-a mortilor scafe,/ Caci viptul lui Vronja 
era tot de le§uri/ De romani, furate de prin tintcrimuri”. (Drago§, p. 31). „...fantoma lui 
Vronta paginul/ A lui catatura, ca cometul noaptea,/ Plato§a pe dinsul, palo§ul §i coiful/ 
Erauinvascute de mucegai verde, iar pletele, barba sta (capan ca stuhul” (...) „...rasuflind 
vapaie/ El i§i incordeaza vinele pe bratc,/ El i§i mi sea mu§chii pe robustul spate;/ 
Spumegind ii gata sa rupa cu coljii../ ....un picior .../ Gros chiar cit o birna...” (Drago§, 
p. 32). 

• Zdna, protectoarea Moldovei: „Ale ei vesminte, mai alb decat crinul/ Colanul pe 
coapse-i ardea ca rubinul/ In ochii sai veseli lucea bunatatea/ Precum salta dulce steaua 
diminejii” (Drago§, p. 29). 

• Zmeii: „... zmeii.... zbiera cu (ipat batind cu aripa;/ Zbirniiesc cu solzii, colacesc coada,/ 
§i cu a lor gheara vor sa-1 spircuiasca.” (Drago§, p. 31). 

• Imparateasa Ursitelor in „Eroul Ciubar-Voda”: „...o zina.../ Ce purta pe al sau cap/ 
coroana de mare prc(,/ Si pe trup un vesmant alb, Fiind vapsite pe el/ Ursitele omencsti;/ 
Unele cu cap de drac/ §i in mina lor tiind/ Ciciorbe, bice de foe/ Pentru barbajii misci, 
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/ Altele coarne de cerb/ Pentru fruntea celor timpi,/ Alte ursite era/ Cu chipul frumos si 
blind/ Ca ingerii mingiiosi/ Barbajilor norociji..../ (Insa de-aceste figuri/ Prea putinc se 
vedea)/ Iar cele multe era/ Cu capul inhobotat,/ De nu se putea afla/ Ce chip §i caracter 
au.../ Deci acea zina tinea/ In dreapta corn de lielsug/ Plin de roduri §i de flori,/ Iar in 
stinga smoc de sarpi.” (Eroul Ciubar-Voda, p. 78). 

• „ Stahia ” ce pazea trecerea peste „ tin riu lat §i (arm tiros „0 stahie, urie§/ Inzauata 
prea ciudat/ Pe cap avea ca un coif/ O scoica cit un caus,/ §i trupul sau hnbracat/ Intru 
o pele de zmau,/ A caruia solzi lucea/ Ca cind era de argint/ Iar in mina invirtea/ Un 
palos mare cu zim|i/ Ca cind era herezeu; ...Calare pe lup turbat” (Eroul Ciubar-Voda, 
p. 87). 

• Baba-Zina, Chipul satanei sau Muma Padurii in folclorul romanesc: „A ei pele pe 
obraz/ Chiar ca punga s-au zbircit/ Cind cu baierul o stringi;/ §i asa s-au flecuit/ Ca un 
mir§av seftian,/ Iar din parul cel frumos/ Citeva vi|e de floci/ Alb-galbene se zarea,/ Sub 
o tichie de §am/ Ni§te ochi ca doi carbuni/ Ca a mijii stralucea;/ Iar baba cu nasul ei/ 
Mai ii astupa de tot/ Gura, din care icsca/ Un singur col( ascujit;/ Si trupul ce era gol/ 
Cu picioare §i cu miini/ Chiar ca broasca semana,/ La piele §i la boia,/ Mai avind §i din 
apoi/ O codija ca de (ap.” (Eroul Ciubar-Voda, p. 94). 

• Genia, care ocrote.pe nemul romanesc: „Foarte frumoasa la stat,/ Cu dulce §i gal is chip,/ 
§i purtind pe trupul sau/ Un vestmint vinat cu ro§,/ Pe piept cruce de brilant,/ §i preste 
umar un arc/ §i cucura cu sagc(i,/ Iar din fruntea sa ie§ea/ Chiar ca o limba de foe;/ Si 
rapede ea fugind, Lungul ei par raminea/ inapoi in urma sa;” (Eroul Ciubar-Voda, p. 
96). 

• Demonul- batrin: „...iata, vazu/ Ca o aratare izbuenind din lunca./ Linga el §ezu/ Un 
batrin cu barba tepoasa, ciudata/ Cu ochii scinteieji,/ Grebanos de spate, avind cangi §i 
coada,/ Coarne §i un ba(./ §i scri§nind, ridica la paginul strasnic/ A1 sau ba( ciotos”. 
(Paginul cu fiicele sale, p. 198). 

• Ziditorul lumii: „§i atunci alt tunet mereu se-ntartara/ Despre rasarit./ Si §ioi de fulger 
noaptea despicara/ Pin’la asfinjit./ Pe cer o vapaie de foe se lajira,/ Firea tremura/ Si 
osia lumei de groaza trasnira,/ Mortii suspina.../ Satana simteste pasind Ziditorul,/ §i-n 
iad s-u ascuns.../ Iar de peste nouri drept judecatorul/ Tunind au raspuns” (Paginul cu 
fiicele sale, p. 218). 

• Ingerul vestitor, aparator: „ §i s-au aratat/ Un stralucit inger fecioarelor blinde, Cu chip 
minunat./ A lui catatura dulce mingiioasa/ Chinul alina,/ Iar pe-alui vesminte si fa(a 
formoasa/ Raze lumina; (..) Iar ingerul stand/ Pe tata si lice, ci erau culcate,/ Mantia 
zvirlind” (Paginul cu fiicele sale, pp. 215, 217). 

• Demonul intunericului, satana:”\&v cumplitul vifor nour gramade§te.../ Deci au 
scaparat,/ $i, iata, Satana din iad izbueneste/ cu foe hnbracat./ in parul lui serpii se- 
ncolotoceaza,/ Suicra spumind,/ In ochii lui pizma vraj masa salteaza/ in mini aducind/ 

Un lan( de vapaie, cu gind ca sa lege/ Pe omul gresit_/ Dar vazind pe inger, el nu poate 

merge,/ Sta incremenit” (Paginul cu fiicele sale, p. 217). 

b) Evenimente de tip fantastic: 

• Calatoria lui Drago§ in cautarea Dochiei, §i implinirea sorfii lui. 

• Calatoria lui Bogdan (Fat-Frumos) din „ Eroul Ciubar-Voda” pentru a§ gasi ursita. 

• Urcarea lui Drago§ pe munte §i cucerirea cetafii strand. 

• Coborarea lui Drago§ in tarimul morfii, prespectiva Iadului: „Ajunge ca vintul in cimp 
de nisipuri”/.../ A carui margini cu marea se-ncheaga./ Iar vintul nu mi sea acele nasipuri/ 
§i vazduh fierbinte usuca gitlejul;/ Nu-i de leac verdeaja, nu-i de izvor stigla,/ Ce firea 
ii moarta ca §i (intirimul./ Nu-i macar nici urma de vreo vietate/ in chnpul acela pustiu 
§i salbatic....” (Drago§, p. 30). 
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• Infruntarea lui Drago§ cu puterile mtunericului: Zmeii, §i cu Vronfa. 

• Devorarea Dochiei de catre Vronfa. 

• Reinvierea §i intruparea frumoasei Dochii din singele fiarei ucise: „Piraie de singe 
fierbite se varsa/ Pa nasipul galben §i se face balta,/ §i din balta abur se suie in aer,/ §i- 
n abur se-ncheaga frumoasa Dochie”. (p. 33). 

• Distrugerea raului (Vronfa) de catre Drago§ §i dispa rifia de pe fafa pamintului a 
manifestarilor acestuia. 

• Urcarea lui Bogdan pe munte §ipatrunderea in Rai: „ Deci cit mai sus se urea, / Felurimi 
de flori gasea/ Picurind pe a lor frunzi/ Lacrimi chiar ca de brilant,/ A racoroaselor 
zori,/(...)/ Alamii si portocali,/ Cedri, dafini, chiparosi/ Cu a lor poame cu gust/ Pe 
Bogdan ademenea,/ Printre care mai cre§tea/ Roze, crini §i iasomii;/ S-apoi toate la un 
loc/ Mirosind il amejea./ Iar cind mai ascult el/ Pasarile ciripind,/ Mai de tot se 
buimacea;/ Incit intru adevar/ Acest munte minunat/ Era demn de laca§/ Ursitelor 
omine§ti.” (Eroul Ciubar-Voda, p. 76 -77). 

• Lupta dintre intuneric §i lumina, biruinfa luminii: „Au vayut in vai adinci/ Ridicindu- 
sa incet./ Neguri chiar ca norii gro§i (...)/ Ca niste valuri de pinzi; Apoi 1-au impresurat/ 
O picla ca un noian,/ Incat Bogdan socotea/ Ca nourii 1-au rapit/ Dar soarele rapezi/ O 
raza chiar ca un sul,/ Si spargind nourii gro§i,/ Razbatu incctisor/ (...)/ §i-n slirsit, 
impra§tiind/ Nourii intunccaji,/ Au ie§it biruitor”. (Eroul Ciubar-Voda, p. 77). 

• Intervenfia ingerului pazitor al ,, cregtinului Bogdan 

• Genia descopera lui Bogdan viitorul: „... Bogdane sa sti i/ Ca ai sa fi domn faimos,/ Caci 
tu ai sa biruie§ti,/ §i pe alti vrajmasi cumpliji,/ §i ca din prasila ta,/ Vor icsi mull) domni 
viteji,/ Moldovei ocrotitori/ §i romanilor parinji/ Dar vial,a soiului tau/ Cu vreme 
paraginind,/ In Moldova vor domni/ Mulji grecomani limonjii...” (Eroul Ciubar-Voda, 
p. 103). 

• Aparifia §i interven!ia diavolului (,,Benga,/ Zinul tau ”) la chemarea (igancii: „§i in aer 
clocotind,/ Au trasnit §i au ie§it/ Un diavol slut din el,/ Insa prea putin mai slut/ Decit 
(iganca era” (Eroul Ciubar-Voda, p. 114); 

• Calatoria lui Bogdan spre soare,luna §i vant (crivaf) in cautarea dragei lui: „Pe soare 
au intrebat/ ..../ La miezul nopjii au fost/....au inrebat/ Pe luna de nu §tia/ ....Dar sa 
intrebe au zis/ Pe vintul ce au suflat” ” (Eroul Ciubar-Voda, pp. 117). 

• Revenire la via (a a ursitei lui Bogdan: „... vazu/ A Ilenei sale trup/ Zacand cu faaa in 
sus,/ §i pe pieptul ei sezand/ Porumbul, sufletul sau,/ Deci Bogdan, plingand amar/.../ 
Se ruga lui Dumnezeu/ Sa i-o daruiasca iar;/ Si facandu-i multe cruci/ Trupul ce zacea 
mort, Porumbul se prefacu/ Intr-un abur luminos,/ Si in trupul mort intrand,/ Fecioara 
s-au §i trezit ca din somnul cel mai greu” (Eroul Ciubar-Voda, pp. 117). 

• Amagirea demonului de a pane stapinire pe sufletul omului: „Eu pot sa-ji dau orice 

cinste, si mult bine,/ §i aur cat vrei,/ §i voi sta cu pieptul insumi pentru tine/./ iar tu 

sa-mi dai mie/ Al tau sufle(el” (Paginul cu fiicele sale, p. 199). 

• Pierderea sufletului prin zapisul scris cu sange: „Nemaiprelungind;/ Si cruntindu-si 
mina cu singe, isi scrie/ Zapisul cer§ut” (Paginul cu fiicele sale, p. 200). 

• Renegocierea cu demonul §i semnarea unui pact nou: cedarea dreptului patern asupra 
sufletelor celor 12 copile: „Tu sa-mi dai sufletele a fiicelor tale/ Sa te las citva.../ ...Sunt 
a tale! Pe ine ma lasa,/ ...§i apoi treze§te bietele fecioare.../ Zapisul s-au scris....” 
(Paginul cu fiicele sale, pp. 205-206). 

• Disputa verbala dintre inger §i satana pentru sufletul omului 

• Intervenfia Ziditorului f judecata omului care a pacatuit f s-a pocait. 

c) Sentimente care indue jantasticul: frica, teroarea, spaima, groaza: „Fiora cu moarte pe 
tot mutitorul” (Dragos, p. 31); „Bogdan, mai incremenit/..../Se uita uimit la el!!!” (Eroul 
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Ciubar-Voda, p. 75). „Iar el cremcnestc de acel naprasnic/ Demon fioros (...) Da’cine 
e§ti? Striga Paginul cu frica/ Stind intepenit”. (Paginul cu fiicele sale, p. 198). 
„Cutremur si trasnet groaznic se facura,/ Firea suspinind (...) Insa pe fecioare frica le 
cuprinse” (Paginul cu fiicele sale, pp. 205, 215). „Pe acele locuri triste, parasite,/ Nime 
nu umbla,/ Par’ §i pasarele, far’ sa se mai uite,/ Cu frica zbura.” (Paginul cu fiicele sale, 

p. 222). 

d) Fenomene ale naturii cu potential fantastic f cu inducfii fantastice: ploaia care 
izoleaza, furtuna, norii grei : „Furtuna grozava....vine vijiind in aer” (Dragos, p. 25); 
„De ploaie §i vifor nu-i adapostire” (Drago§, p. 25). „Furtuna s-arata §i ploaia spore§te”; 
„§i in intuneric fulgerul clipe§te/ Sala lumineaza cu focuri ciudate” (Dragos, pp. 26, 
27); „Trezindu-sa spariefi” (Eroul Ciubar-Voda, p. 84). 

e) Momente ale zilei : Noaptea are incarcatura fantastical „...noaptea-ntunecoasa,/ Pe-a 

cerului bolta negrea§a adinca” (Paginul cu fiicele sale, p. 197). 

f) Cimitirul din „Eroul Ciubar-V oda” este un loc cu potential fantastic. 

g) Somnul ca simulacru al morfii: „...l -au cuprins somn dulce; (...)/ Pe scutar cu capul el 
adinc adoarme/ ... A soarelui raza..../ Aprind rasaritul; si Drago§ tot dorme/ Soarele se 
urea p-acerului bolta/ (...) §i eroul Drago§ tot greu inca doarme./ (...) ... luna mingiioasa, 

/ Rasarind se uita./ Iar eroul Dragos? tot greu inca doarme/ .... Sosi miezul nopfii,/ Se 

trezi eroul din al sau somn tare.” (Drago§, p. 27). 

h) Ezitarea, aparifia mdoielii: „Iar Dragos? se mira de cele ce vede,/ Neputand a crede 
ochilor sai insu§i” (Drago§, p. 28); „Deci Drago§ se mira de ceea ce vede,/ Nu §tie: 
aievea, sau naluca este” (Drago§, p. 33). 

i) Rela(ie de tip fantastic creata in alta situafe de tipfantastica (visul): Planul narativ al 
fabulei eroice ( incadrare in gen realizata de autor), „Eroul Ciubar-Voda” s?i toate 
personajele (pozitive sau negative) si peripcjiile eroului sunt „evenimente” defa§urate 
in vis, dupa cum reiese din finalul acesteia: „Acolo m-au desteptat/ Soarele ce rasarea 
(...)/ Deci atunci am in talcs/ Ca si fantezia mea (...) Si acest vis minunat ce in sombul 
meu vazui/ Adunatura au fost” (Eroul Ciubar-Voda, p. 119); 

j) Situafi de tip fantastic: 

• Dansul macabru al stihiilor iadului: „Apoi cele stafi de mini s-apucara,/ Hirciind cu 
urlet, chiuind cu hohot,/ §i cu bucurie turbata, draceasca/ Conjurind secriul, ca in iad 
jucara./ Cu - as? ingaimare trecu ele noaptea,/ Chiuind mai strassnic, de vuia cetatea” 
(Drago§, p. 28). 

• Aparifia brusca a intunericului, precedata de tdeere: „Deci tacere mare ca in tintirimuri/ 
§-adinc intuneric se facu in sala;” (Dragos?, p. 28). 

• Raza de lumina care alunga intunericul: „0 rumena raza crapand bolta salii, / Gonii cu 
priinta noaptea-ntunecata” (Drago§, p. 28). 

• Aparifia umbrelor albe: „se arata umbre tot in giulgiuri albe/cu faclii aprinse aducand 
schelete / cu -a lor maini uscate o racla despija” (Dragos, p. 28). 

• Despicarea podeiei §i ivirea focului din Iad : „Deci crapa podeala, s?i focu din tartar/ Cu 
clocot s?i buhnet au zbuenit afara” (Dragos, p. 28). 

• „Pomii rodifi” if ofera roadele f mustra pa Bogdan, avertizandu-l de pericole: „Ci 

clatina a lor crengi,/ Si chiama a lui stapin (Bogdan- nn)/ Macar sa guste din ei” (...)/ 
Deci copacii maniosi/ II mustra as?a graind:/ Doar de ulcica au pus/ Cestui mindru 
natarau/ Vreo cotoroanfa rea/./ Sa-1 duca in iad prezent;” (Eroul Ciubar-Voda, p. 69). 

• Vulturii, mesageri ai posibilei primejdii : „Vulturii s-au spariet/ Si ciriind intre ei/ Zic: 
„Flacau neghob ce e§ti,/.../ Ca afi venit pe aice;/ Caci oricine au vazut/ Acest a nostra 
pustiu/ Stirvul lui noua 1-au dat;/ (...)/ Pin’ si noi de ne lasam/ Pe locul unde alergi/ 
Balaurii ne inghit.” (Eroul Ciubar Voda, p. 70). 
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• Norul care „ intuneca ” lumina p „prigonepe ” aprigpe erou : „§i iata un noura§/ Despre 
rumanul apus,/ Ca din a soarelui disc,/ au ie§it §i s-au pomit./ §i mergand se tot marea,/ 
Se impra§tia pe cer./ Soarele ingalbinea/ Si ziua intuneca;/ Deci nourul se lajea/ Si fejele 
i§i schimba/ Ca a fumului clobuci,/ Ie$ind iama din ogeag, (...) II vape§te fel de fel,/ Aci 
ca cind ar ie§i/ Foe pe gura de cuptior/ Aci mohorit sau ros/ Ca sangele inchegat/ Dar 
cind nourul vazu/ Alergind Bogdan mereu ....Far’ a se teme de el,/ Atunci fa|a si-au 
schimbat/ Galben-vinat s-au facut...” (Eroul Ciubar Voda, pp. 70, 71). 

• Transformarea norului in vifor minios care-l prigonepe pe Bogdan: „§i inflindu-se 
grozav/ Au zbuenit din sinul sau/ Un virtej de vint cumplit./ (...)/ Deci virtejul minios/ 
Ca uliul se repezi/ §i preste Bogdan cazind/ ....Cind pe §a il rasucea,/ Cind il izbea la 
pamint,/ Cind ii arunc in ochi/ Spuza, de mai il orbea,/ §i cind il inadu§ea/ Cu -al sau 
abur infocat.” (Eroul Ciubar Voda, p. 72). 

• Transformarea viforului in virtej p continuarea luptei cu Bogdan: „ Asadar, viforul 
rau,/ Vazandu-se frint si rumpt.../ S-au prefacut in virtej,/ §i sorbind nasip din camp/ L- 
au rasucit pin’ la cer,/ §i de-acolo vijiind/ Au varsat asupra lui/ Nasipul din al sau sin,/ 
Ca sa-1 ingroape de viu;” (Eroul Ciubar Voda, p. 72). 

• Cavalcada morfilor p imaginea sa macabra: „Vazu inaintea sa/ Cavaleri incrcmenip/ 
Inzauaji si inarmati,/ §i stad to(i calari pe cai./ Atunci el au intclcs/ Ca ace§ti nenorociti/ 
Au fost pomit ca si el (...)/ Dar a pustiului domn,/ Vifoml neindurat,/ Il inghitjsa de vii,/ 
Vicolindu-i cu arin; (...)/ Si-n data ce au atins/ §iragul de calareji, cu to(ii s-au povimit/ 
§i s-au risipit sunand/ in ale lor zale de fer,/ Chiar ca nucile in sac;/ Iar din a lor capajini,/ 
Curgea pirau de nasip/ Pe unde fusese ochi,/ Gura, nasuri si urechi” (Eroul Ciubar Voda 
p. 74-75). 

• Creperea nefireased, rapida a „puiului” de zina:” Caci zina crejtea in trup/ cit intr-o 
luna pe zi,/ Pe luna cit intr-un an;/ Si in sflr§it in doi ani/ Ea era de maritat” (Eroul Ciubar 
Voda, p. 80-81). 

• Tentativa epiata de a ucide „stahia ” sau tricoliciul : „§i capul i-au retezat;/ Dar numai 
cit s-au intors/ §i capul s-au prins la loc/ Deci el iarasi au taiet/ Trupul ei in patm parti, 
§i numai cit s-au intors/ §i stahia s-au sculat/ Ca cind nimic n-au pajit”; „§i cu palo§ul 
lovind/ Pe tricolici dupa cap,/ L-au si zburat dupa tmp;/ dar tmpul ramasa viu, §i pe 
fecioara lasind,/ Au inceput a fugi,/ Iar capul, saltand pe gios,/ Clipea din ochi §i ridea,/ 
Clantaia groaznic din dinti,/ Apoi....s-au dus iute rastagol/ Dupa tmpul ce fugea” (Eroul 
Ciubar-Voda, pp. 88; 96). 

• Vindecarea miraculoasa a lui Bogdan cu ajutorul geniei: „Deci genia s-au ivit/ Din al 
sau iezerr adinc,/ Si dezbracind pe Bogdan/ De armele ce purta,/ Plagile lui l-au spalat/ 
§i le-au vindecat pe loc,/ Ca cind n-au fost plaguit” (Eroul Ciubar-Voda, p. 103). 

• Despicarea standi p a pamdntului: „se facu indata/ Adinc intuneric §i se pomii clocot, 
vifor §i furtuna, ce zguduie strasnic/ Muntele, cetatea, incit crapa stinca./ Crapa si 
pamintul, s-au ponorit toate,/ Zidurile, ba§ce, urie§ul, zmeii,/ in adinci zapade de nu se 
vazura,/ Ramiind in munte far’ de fund prapastii.” (p. 34). 

• Cuvantul rostit: 

descantec de aparare p descantec de manipulare:”Genia l-au descantat,/ §i in lata lui 
sufland” (Eroul Ciubar-Voda, p. 103); „Laicsita aceea ra/ Cu -a sale farmece drace§ti,/ 
Incantase pe boieri,/ Pe hatmani §i pe osteni,/ incat unii pribegira.../ Al(ii nebunind de 
tot,/ Strangea ciolane pe cimpi,/ Si al(ii se prifacura/ in lupi, in ursi sau in cerbi” (Eroul 
Ciubar-Voda, p. 106). 

Invocarea forfelor oculte cu ajutorl unui ritual: „La miezul noptii s-au dus/ La tintirimul 
din camp/ Unde era ingropaji/ Ho(ii ce se spanzura/ Sau cei ce se dovedea/ Ca sunt strigi 
sau tricolici,/ Sau vestiji fermecatori,/ §i acolo aprinzand un mititel focu§or/ Cum lemn 
ce au fost furat/ Din raclele celor morti, / Carii cand se dezgropa/ Se gasea afurisiji,/ §i 
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lepadand de pe ea/ Hainile ce purta,/ Goala au inconjurat/ Ca o furie din iad,/ Focu§orul 
ce ardea,/ Pe Scaraoski chiemand,/ §i vorbe diavole§ti/ Biiguind, din dinti scrisnea,/ Din 
ochi scantei slobozea,/ Flocii pe cap i§i zburlea,/ Incat samana a fi/ Diavolul impelitat.” 
(Eroul Ciubar-Voda, p. 113); 

• Metamorfozele succesive ale „ ursitei ” lui Bogdan pentru a scapa de incercarile (igancii 
de a o ucide: zina- pestisor cu solzi- tei -frunza de tei - fecior: „Caci in el s-au aratat/ 
De aur un pe§ti§or (...)/ Ca acel pe§te era/ Zina ce au fost ucis” (Eroul Ciubar-Voda, p. 
107); Ca din a pestclui solzi/ Unul nu §tiu cum sari/ La fereastra lui Bogdan/ §i din el 
curand crescu/ Un tei foarte rasfafat (...) Ca acel tei minunat/ Zina lui Bogdan era.” 
(Eroul Ciubar-Voda, p. 108-109); „§i frunza cazind.../ In fliacau se prifacu” (Eroul 
Ciubar-Voda, p. 109). 

• Metamorfoza ciinelui in porumb (porumbel-nn): „Caci cafelul au sarit,/ §i 1-au inghijit 
intreg/ §i indata au crapat/.../ Dar sufletul sau/ S-au prefacut in porumb,” (Eroul Ciubar- 
Voda, p. 113); 

• Descoperirea adevarului despre „ la iff a rea „Deci porumbul s-au §i pus/ Pe umarul 
lui Bogdan,/ §i cu glas chiar omenesc/ I-au spus toate ce-au pal,it/ Despre laie§i(a rea,/ 
§i cate mai facu ea/ Cu farmece §i venin/ La curteni si la boieri” (Eroul Ciubar-Voda, 
p. 115); 

• Metamorfoza „duhlui necurat” in cal §i apoi in creanga de tei: „M-am aruncat pe acel 
cal/ Ce l-am gasit priponit/ .../ §i indata acel cal/ Ce duh necurat era/ M-au ridicat in 
vazduh/ (...) §i calare m-am trezit/ Nu pe calul ce zbura/ Ce pe prajina de tei” (Eroul 
Ciubar-Voda, p. 110). 

k) Relafia cu un indrumator de tip superior: 

-Zina in ,,Dragos- Balada”: „un pre usor nour./Plutind lin in aer aduce pe dinsul/O zina 

plavija, patranoa Moldovei” (p. 29). 

-Norocul in „Eroul Ciubar-Voda”: „§i iata ca dintre stinci....intr-un picior/ Norocul venea spre 
el/ Rapide ca un virtej” (Eroul Ciubar Voda, p. 67). 

-Imparateasa Ursitelor in „Eroul Ciubar-Voda”: „...o zina.../ Ce purta pe al sau cap/ coroana 
de mare prej,/ §i pe trup un vesmant alb” (p. 78). 

- Ingerul Domnului in „Paginul cu fiicele sale”/ „E1, stind sus in aer cu a sa sosire,/ La tot) au 
vestit/ Ca §i pacatosul afla mintuire de s-au pocait.” (Paginul cu fiicele sale, p. 215). 

- Cel Prea Inalt in „Paginul cu fiicele sale”: „...si rugind fierbinte/ Pe Cel Prea inalt;” (Paginul 
cu fiicele sale, p. 216). 

l) Relafile lui Drago§ §i Bogdan cu cei doi cal ndzdrdvani, comuniunea om-animal. 

m) Declan§atori sau samburi ai fantasticului : 

• C&ntatul cocofdor: „Dar cintind de trei ori vesttorul zilei,/ Perira in clipa stafiile, racla” 
(Drago?, p. 28). 

• Sunetul muzicii, premergator aparifiei angelice, sunetul fermecat: „Dar in prip-aude 
incantator fluier; / Muzice§ti organe rasunara-n aer”; „Iar Drago§ (ipara cu fluierul 
zinii.../ §i iata ca ymeii cad jos ca butucii!/ Nu mai pot sa zboare, nu mai pot sa zbiere,/ 
Zac far’ de simfire, ca doua movile.”( Drago§, pp. 28, 31). 

• Fluierul fermecat, „de smarald, scump foarte”: „Iata, i(i dau (ic un incintat fluier,/ El 
poate sa-nchida a zmeilor gura.” (Drago§, p. 29). 

• Norul, ca mijloc de transport: „Un pre usor nour de aburi cu miros....Plutind lin in aer 
aduce pe dinsu/ O zina...”; ,,Si se radicara zeifa pe nour” (Drago§, pp. 28-29); „Un 
nouras luminos/ Ca spre dinsul s-au lasat/ Pe care o zina sta” (Eroul Ciubar-Voda, p. 
78). 

• Armura fermecata: „Incit bucafele i-ar II taiat zaua/ Dac-acele zale nu era-ncintate.” 
(Drago§, p. 32). 

• Marul: 
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Izvor al viefii nepamantene : „§i ea i|i va da un mar/..../ §i acel mar despicand,/ Din el 
prunca va ie§i/ Ursita, ireasa ta. (...)/ §i dintr-insul au ie§it/ Prunca cat un puisor ” (Eroul 
Ciubar Voda, p. 68, 79). 

Uciga§, aducator de moarte trupeasca : „..4-am adus/ Acest mar dintru un pom,/ Din 
care Eva gustand/ S-au izgonind din Eden (...)/ „Dindu-i-l ea va gusta,/ §i indata va 
muri”. (Eroul Ciubar-Voda, p. 114); 

• Apa, elementul vital: „...sa alergi/ La izvor sau la pirau; .... din al tau pumn indata apa 
sa-i dai./ Caci negrabind va muri” (Eroul Ciubar Voda, p. 68). 

• Cununa ztnei, care-i ofera acces la taina intruparii „puiului ” de zina: „§i pe capul lui 
Bogdan/ Cununa de trandafiri/ Arunca din al ei com (...) „Iar cununa cea de flori.../ La 
icoana o au pus” (Eroul Ciubar Voda, pp. 79-80). 

• Privirea fermecata care ,, vrdjepe”: „...Bogdan/... o privea buimacit,/ Coborindu-1 de 
pe cal/ Ca pe un de paie snop,/ .../ Bogdan nimic n-au raspuns,/ Ci mergea unde vrea ea/ 
Ca un neghiob farmacat” (Eroul Ciubar-Voda, p. 90). 

• Brafara ce amageaprivirea §i deforma realitatea: „Dar iata ca au vazut/ Pe a ei scumpa 
brajea/ Un baier cu matostat/ Cu multe scrijilituri/ (...)/ Au desprins acea brajea,/ 

.Mare minune vazu,/ Caci brafeaua desprinzind, / A sa zina pe genunchi/ in baba se 

prefacu” (Eroul Ciubar-Voda, pp. 93-94). 

• Cufitul descantat §i „§oapta ” care vrdjepe: „Eu insa voi incinta/ Junghiul care por(i la 
§old,/ Cu care po(i sa razbcsti/ Amamicul han tatar (...) §i soptindu-i nu §tiu ce/ in ieyer 
1-au implintat,/ §i apoi suflind pre el, L-au §ters cu al sau vcsmint/ §i 1-au intors lui 
Bogdan” (Eroul Ciubar-Voda, p. 98). 

• Inelul anti-descantec: „Bogdane, acest ineE Din degit sa nu-1 mai scoji,/ Caci el te va 
apara/ De farmece Jigane§ti” (Eroul Ciubar-Voda, p. 104). 

• Sageata calauzitoare: „Iar ca sa po(i nimeri/ La curtea ta inapoi/ Eu o sageata slobod/ 
§i tu de ea sa te (ii.” (Eroul Ciubar-Voda, p. 104). 

• Oglinda fermecta care spune adevarul: „ §i oglinjoara luand (...) Oglindjoara ce graia 
drept” (Eroul Ciubar-Voda, pp. 106-107). 

• Focul f fumul, care preced §i incheie aparifia forfelor intunericului: „§i iata firm ca un 
stalp,/ Negm §i prea puturos,/ Din focu§or au zbucnit” (...) „Aceste dracul graind,/ in 
para s-au prefacut/ §i s-au ridicat in vint,/ §i apoi prasnind scintei,/ In intuneric peri” 
(Eroul Ciubar-Voda, pp. 113-114); 

• Vepnantul protector, mantia divina: Iar ingerul sint/ Pe tata §i fiice, ci erau culcate,/ 
Mantia zvirlind” (Paginul cu fiicele sale, p. 217). 

• Crucea: 

Semn de aparare impotriva raului:,, Eu pe crucea mea va giur/ Sa periji din calea mea/ 
Ca dracul de tamiiet (...)/ Nici de cruce au pierit/ .../ Se mira in gandul sau/ Cum acele 
aratari de bra(ul lui nu se tern” (Eroul Ciubar-Voda, p. 74). „Stai, nu face cruce” (Paginul 
cu fiicele sale, p. 198). 

Semnul viefii: „§i facandu-i multe cruci/ Trupului ce zacea mort (...)/ Fecioara s-au §i 
trezit.” (Eroul Ciubar-Voda, p. 117). 

„Simbolul dumnezeirei” ce aduce alinare: ,,O, cruceli(a sinta! ..../ Simbolul 
dumnezeirei..../ Sa-mi fie mingaitoare” (Crucelifa sofiei mele). 

• Zidul care limiteaza §i separa: „ §i iata ca iasa cu cumplita groaza/ Un zid din pamant/ 
De crimine neagra, care ocole§te,/ Ca un chip nespus, Mormintul, biserica, iar impregiur 
create/ Codrul nepatmns/ in poarta de schija stau stinci rezemate/ §i dudau crescind” 
(Paginul cu fiicele sale, pp. 220-221). 

Din folclorul romanesc C. Stamati valorifica in opera sa urmatoarele crcdintc populare: 
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• Viul-mort, omul fara suflet care este chinuit de tot ce este frumos, care nu poate privii 
iubirea fiicelor sale §i care este s/lpat de remipcdri: „Paginului toate, pin’ §i a sa casa,/ 
Ii pare mormint..../ (...)/ Nici ca se atinge de cupi spumegate,/ Din care beau top,/ Ca lui 
se nazare, fi ziua si noaptea/ Tot umbre de morfi/ Nencetat aude urlete, suspinuri,/ Iar 
cind to(i dormea/ El fugea cu groaza d-al sau pat de chinuri/ §i somn nu-1 prindea (...) 
Iar el, pingaritul! ....el se ofere§te,/ La fiice gandind,/ (...) Blestema §i striga: O, cumplita 
fapta!/ O, Copiii iubifi!/ De+o soarta amara, de chin ce v-a§teapta/ cum sa va ferifi? (...) 
Eu v-am inchis raiul....” (Paginul cu fiicele sale, pp. 207-208). 

• Lycantropul este simbol al tenebrelor din om. 

• Calatoriile sunt vazute ca drumuri pentru implinirea unor idealuri 

• Obstacolele intalnite in cale sunt trepte spre maturizare 

• Urcarea pe munte §i captivitatea simbolizeaza scurte momente de abandon, de 
rcnunjarc la identitate, deoarece se duce permanent o lupta cu eliberarea din „vrajile” 
lumii. 

• Lupta intunericului cu lumina se soldeaza intotdeauna cu biruinta Luminii, a binelui. 

• Pocaitpa „pacatosului” din „ Paginul cu fiicele sale” este calea prin care se obtinc 
mila divina; Pedeapsa cu moartea pentru omul care grc^cstc prin indrazneala de a 
„vinde” suflete nevinovate. 

• Lupta intre ingeri §i demoni pentru sufletul omului. 

• Neputinfa omuluipacatos de a ,,privi” lumina divina, „curata”: „Si plingind prive§te 
lumina curata/ Zilii de apoi..../ Dar lui, osinditul, ii plesnesc deodata/ Ochii amandoi!” 
(Paginul cu fiicele sale, p. 212). 

• Perspecriva a celei de-a doua veniri a Domnului, Mirele ceresc: „Vor dormi in pace §i 
far’ de ispita,/ De trai pamintesc,/ A lor feciorie ii fagaduita,/ Mirelui ceresc/ Vor dormi 
in pace, seculelei lumei/ trecind ca o zi,/ Nu le va atinge mina putregimei./ §i se vor 
trezi!/ Cu fumoasa noua ca de primavara/ Spre trai nesflr§it,/ Cind voi veni insumi de a 
doua oara, precum v-am grait...” (Paginul cu fiicele sale, p. 219). 

• Prin rugaciunea copiilor se iarta pacatele parinfilor: „<<§i atunci gresitul de etema 
munca/ Va li aparat,/ Caci a lui pacate fecioreasca ruga/ Le-au rascumparat.»” (Paginul 
cu fiicele sale, p. 219). 

3. Concluzie: Costache Stamati este un poet basarabean, ce impesioneaza prin cultura si 
capacitatea sa de a valorilica, inaintea lui Eminescu, mitul dacic, zborul si calatoria spre alte 
sfere (“Dar poate-n alte sfere, ce ne§tiute sunt /.../ Acolo sa se poata sa zbor de pe pamant”, 
(Nemernicul); de§ertaciunea viefii traite fara iubire §i fericirea ca vis - “Si de ce traiesc eu oare 
viafa in zadar,/ Cand pe pamant aice eu am ramas strain”; “..o, fericire, in lume tu c(ti vis!” - 
in “Nemernicul” (la Eminescu apare lumea ca vis!); asemenea, remarcam prcfcrinta poctului 
pentru demonianism. Rctinem spre exemplificare doar imaginea mortului —viu: “Iar eu 
frumusefi de aceste le vad far ’ sa simfesc,/ in sufletu-mi simtirc de mult au amortit;/ Ca umbra 
mutatoare pamintul locuiesc,/ Caci soarele vrodata pe morti n-au incalzit” (Nemernicul). Cat 
prive§te calitatea sa de „fauritor de grai” (n.n), acest «autor popular)) cum se numeric pe sine, 
in opinia lui Liviu Papuc, declara: “Sum mul(umit, ca albina,/De am putut cu a mea gura/ Sa 
pun in fagurii nostril/ De miere o picatura”. 
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THE MAN WITHOUT A FACE 


Carmen Ioana Popa 
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Abstract: This study aims to highlight the dehumanization of a man and the emptying of his divine 
essence from a transdisciplinary perspective. In the wider context of dehumanization, we want to show 
a parallel between the expressionist painting The scream, by the Norwegian painter Edvar Munch, and 
the dystopian novel Nineeten Eighty-Four by George Orwell. The ghostly silhouette screams to the 
unknown, her face is like a skull, a figure that Winston Smith would have at the end of the Orwellian 
dystopian narrative. We intend to show that Smith's re-education led to the nullification of his being 
and the loss of his own iden tity. A face expresses our inner emotions, and its loss leads to the loss of our 
divine part. 

Keywords: face, scream, individual, divinity, rats 


„Chipul inseamna dezvaluire, incompleta sau trecatoare, a persoanei (...). Nimeni nu si- 
a vazut vreodata in mod direct propriul chip: acesta nu poate fi cunoscut decat cu ajutorul unei 
oglinzi sau prin miraj. Chipul nu este deci pentru sine, ci pentru celalalt, pentru Dumnezeu; el 
este limbajul tacut. E partea cea mai vie, cea mai sensibila (salas al organelor de simt) care, de 
voie sau fara de voie, este aratata celuilalt: el este eul intim partial dezgolit, infinit mai revelator 
decat restul chipului.” 1 Omul, fiinta creata dupa chipul si asemanarea Lui Dumnezeu: „Si a zis 
Dumnezeu: «Sa facem om dupa chipul si asemanarea Noastra, ca sa stapaneasca pestii marii, 
pasarile cerului, animalele domestice, toate vietatile ce se tarasc pe pamant si tot pamantul.»” 
(. Facerea , 1, 26), exprima prin fata interiorul sau, iar in momentul in care omul ramane fara 
chip, isi pierde identitatea, purtand o masca impenetrabila. Omul prin chipul si sufletul sau are 
parte de esenta divina, iar prin pierderea acestor elemente importante din fiinta noastra, se 
pierde divinul, individul fiind debusolat intr-o societate care il trage si il impinge pana cand 
fiinta tipa dupa esenta primordiala. 

Tipatul de pictorul norvegian Edvard Munch, este un simbol al expresionismului, 
reprezentand o lume surda la strigatul individului. Tabloul prezinta o lume in cadere, individul 
se degradeaza si se pierde intr-o lume in care niciun chip nu mai poate fi identificat. Personajul 
din tablou este fara chip, asemenea unei fantome, ochii si gura par a fi rotunde, sugerand un 
individ care tipa terifiat, ochii fiind larg deschisi aratand teroarea care se afla in aceasta 
societate. Tipatul este adresat necunoscutului, unui viitor incert, sau poate ne este adresat, fiind 
un fel de avertisment asupra propriei noastre degradari. Siluetele din tablou sunt neclare, 
neavand individualitati proprii, pierzandu-se in obscuritatea tacerii. Silueta care tipa intoarce 
spatele societatii, dorind sa rupa contactul cu aceasta parte a sa, nu mai poate reactiona la lume, 
refuzand aceasta lume incearca sa se regaseasca in necunoscut, lasand in spate peisajul 


1 Jean Chevalier, Alain Gheerbrant, Dictionar de simboluri. Mituri, vise, obiceiuri, gesturi, forme, flguri, culori, numere, Iasi, 
Editura Polirom, 2009, pp. 229-230. 
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apocaliptic in care esentele se amesteca. Silueta nu paseste pe un drum ferm, se deplaseaza pe 
un pod, ingaduindu-i-se o trecere spre un alt mal, spre necunoscut. Acest tipat poate fi adresat 
si divinitatii, totul injur pare apocaliptic, individul nu se mai regaseste, totul pare sa se surpe, 
fiindca omul uita de divinitate, prabusindu-se in profan. Silueta isi astupa urechile si tipa, nu 
doreste sa auda nimic din spatele ei, insa umbrele care o urmaresc nu au urechi, nici ochi, nici 
gura, nu il aud, nu il vad si nu i se pot adresa. „Lucrarea vrea sa exprime transformarea tuturor 
senzatiilor noastre sub influenta unei emotii bruste. Toate liniile par ca tind spre un singur punct: 
gura deschisa care striga. S-ar spune ca peisajul insusi ia parte la emotia si nelinistea exprimate 
de fata schimonosita ca intr-o schita caricaturala. Ochii larg deschisi, obrajii supti te due cu 
gandul la un cap de mort. (...) Arta expresionista a agasat publicul nu atat prin faptul ca 
reprezinta natura deformata, cat mai ales pentru ca se departa de frumos. E drept ca o caricatura 
scotea in evidenta uratenia umana, asta era menirea ei. Dar era greu de acceptat ca artistii uitau 
ca trebuia mai curand sa idealizeze, decat sa urateasca natura. (...) Expresionistii luau parte 
direct la suferintele umane, la saracie, violenta, manie; aveau tendinta sa vada intr-o arta limitata 
la armonie si frumos efectul unei lipse de onestitate.” 2 

Societatea care nu mai aude, nu mai recunoaste individul si unde chipul piere se 
regaseste in romanul O mie noua sute optzeci sipatru de George Orwell. Doua lucrari din epoci 
diferite, tabloul fiind o reprezentarea a expresionismului, iar romanul fiind o distopie, ambele 
prezentand dezumanizarea societatii si anularea individualitatii. Distopia prezinta o lume rea in 
care individul nu poate trai prin ceea ce simte si doreste. Acest fel de scriere isi propune sa arate 
o societate prost alcatuita, care rastoarna spatiile, in care nimic nu mai este firesc. Cel care 
conduce o astfel de societate este un conducator agresiv, tiranic, care manipuleaza societatea si 
individul. Omul devine mecanizat, nu mai simte si cu greu se poate impotrivi. Este o lume 
groaznica in care umanitatea se framanta intr-un sistem care anuleaza orice strop de umanitate. 
In timpuri de ratacire, omenirea se dezechilibreaza, acesta fiind momentul prielnic in care o 
anumita persoana preia fraiele incercand sa adune umanitatea sub propriul stindard. Omul care 
nu are nicio directie devine slab si usor de manipulat, exact lucrul de care are nevoie un 
conducator tiranic. Scopul distopiei „nu este de a ne aduce in prezenta celei mai bune guvernari. 
Ea nu construieste pentru a construi, ci pentru a demola. Edificiul ei serveste drept exemplu 
negativ si arata ceea ce n-ar trebui sa existe.” 3 Individul este constrans, nu mai are parte de 
libertate, este robotizat, dar interiorul sau geme sub chingile societatii. Libertatea de care 
dispune fiecare individ ii defineste personalitatea si alegerile pe care le are de facut. Insa o 
anumita libertatea atrage dupa sine si consecintele alegerilor noastre. „Libertatea si constiinta 
sunt atribute ale oricarei fiinte umane: orice om poate actiona transformator, intr-o oarecare 
masura, asupra mediului sau vital, poate raspunde provocarilor acestuia optand intre variatele 
actiuni posibile in orice situatie data, anticipand, iarasi intr-o oarecare masura, rezultatele 
propriei sale optiuni si actiuni. Un individ totalmente neliber si neconstient este subliminal fata 
de umanitate, osandit la o existenta vegetativa.” 4 Individul dispune de o anumita unicitate care 
il defineste in raport cu ceilalti si cu societatea in care traieste. In momentul in care aceasta 
unicitatea dispare, nu mai putem vorbi de individualitate, ci de o masa de oameni care 
actioneaza asemenea unui corp comun, ca o armata de roboti. Winston Smith devine silueta 
fantomatica din tabloul Tipatul. Asemenea ei, Smith doreste sa evadeze, sufletul lui tipa spre 
un viitor incert, insa nimeni nu-1 aud, nimeni nu-i intelege durerea sau tipatul de libertate. 


2 E. H. Gombrich, Istoria artei, traducere de Nicolae Constantinescu, Bucuresti, Pro Editura si Tipografie, 2007, pp. 564- 
566. 

3 Alexandria Cioranescu, Viitorul treciitului. Utopie $i literatura, traducere din limba franceza de Ileana Cantunari, Bucuresti, 
Editura Cartea Romaneasca, 1996, p. 203. 

4 Andrei Roth, Individ ?i societate. Studii sociologico-etice, Bucuresti, Editura Politica, 1986, p. 17. 


626 






JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


Figura care predomina intreg romanul este cea a Fratelui cel Mare. Insasi figura lui 
simbolizeaza o figura dura, figura unui tiran care nu se poate sterge asemenea unui chip care 
urmeaza lozincile conducatorului: „La unui din capete se afla un afis mult prea mare pentru 
interior, care infatisa figura enorma, lata de peste un metru, a unui barbat injur de patruzeci si 
cinci de ani, cu o mustata neagra si stufoasa, si cu trasaturi frumoase dar dure.” 5 ; „Figura cu 
mustata neagra te fixa de sus in jos de la orice colt mai mare de strada. Era una si pe fatada 
casei de vizavi. FRATELE CEL MARE ESTE CU OCHII PE TINE, zicea textul, iar ochii cei 
negri sconnoneau adanc in ochii lui Winston.” 6 Acesti ochi sunt iscoditori, capabili sa patrunda 
in sufletul individului, mutilandu-1 prin frica pe care o emana. Acesti ochi urmaresc orice 
miscare, intrega societate fiind sub lupa privirii sale, nimeni nu poate actiona fara ca aceasta 
figura sa nu reactioneze sau sa nu fie prezenta in legaturile care se stabilesc. Fratele cel mare 
este personalitatea care conduce din umbra fara ca cineva sa il vada sau sa stie cu adevarat daca 
exista. Aceasta personalitate poate face trimitere la entitatea suprema, la Dumnezeu, care se 
afla deasupra tuturor si pe care il simtim alaturi de noi. Dumnezeu ne ofera sprijin si bunatate, 
in timp ce acest conducator din umbra ofera dezechilibru. Dezechilibrul se produce in momentul 
in care individul uita de divinitate, uitand de aceasta entitate, uita de sine. Figura Fratelui cel 
mare este prezenta pretutindeni, urmarind nu individul, ci sufletul acestuia, doreste sa patrunda 
in interiorul acestuia ca o emblema absoluta, care hipnotizeaza cu privirea sa. La polul opus sta 
figura lui Goldstein, care le era aratat in cele doua minute de ura, moment in care masa de 
oameni se lasa condusa de cele mai rele sentimente, ura, fustrarea sunt eliberate in aceste 
momente. Goldstein este reprezentat in felul urmator: „Avea o fata prelunga si osoasa de evreu, 
cu o coama de par alb, ca o aureola, si o barba micuta, ca de tap; o figura inteligenta si, totusi, 
eminamente demna de dispret; purta o pereche de ochelari proptiti pe varful nasului, care-i 
dadea o infatisare de prostie senila.” 7 Goldstein este asemenea unui batranel, cu coama sa de 
par alb, care pare ca tinde spre luminozitate, in timp ce Fratele cel mare pare o persoana 
intunecata, care atrage lumea spre intuneric si obscuritate. Cei doi par asemenea fratilor Ormuzd 
si Ahriman, Binele si Raul. Lupta omului se da intre aceste doua principii. Ahriman ar fi 
reprezentat de Fratele cel mare, care prin chipul sau intunecat pare sa aduca raul in lume, in 
timp ce Goldstein prin infatisarea sa luminoasa ar intrupa Binele, fiind singura legatura cu 
lumea dinafara acestei societati obscure, intreaga societate sta sub semnul acestui dualism, 
Fratele cel mare incercand sa intoarca omul din calea luminii. Aceste doua figuri sunt cele care 
se evidentiaza cel mai mult in acest roman distopic. 

Chipul lui Winston nu este foarte bine reliefat, stim ca este un barbat „care avea treizeci 
si noua de ani si o ulceratie varicoasa deasupra gleznei drepte” 8 , dar cea care ii remarca 
unicitatea este Julia, care spune: Mi-a placut figura ta si m-am gandit sa-mi incerc norocul. 
Ma pricep sa descopar oamenii care n-au de-a face cu aia. Cum te-am vazut, am fost convinsa 
ca esti contra alora .” 9 Intreaga lui fiinta se revolta contra sistemului, iar chipul dezvaluie acest 
lucru. Winston Smith este un personaj care se ridica deasupra tuturor, deasupra maselor si are 
curajul sa priveasca spre noi orizonturi. Winston este un intelectual care tot timpul rescrie 
trecutul si se detaseaza de ceilalti prin faptul ca are acces la diferite documente care ii pun la 
incercare capacitatile intelectuale. Insa intr-o lume distopica un om nu poate sa schimbe o lume 
intreaga. Intr-o astfel de societate omul este izolat, iar el singur sau un grup foarte mic nu au 
capacitatea sa rastoame un sistem. Tipatul lui nu ajunge la urechile aproapelui sau, societatea 
se degradeaza in profan, uitand de partea divina din ei. Smith incepe sa paseasca pe podul din 


5 George Orwell, O mie noua sute optzeci sipatru, traducere de Mihnea Gafita, Bucuresti, Editura Univers, 1991, p. 5. 

6 Ibidem, p. 6. 

7 Ibidem, p. 14. 

8 Ibidem, p. 5 

9 Ibidem, p. 108. 
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tablou in momentul in care descopera iubirea si aspira spre cu totul altceva de ceea ce ii ofera 
aceasta societate. Siluetele fara chip din tablou devin ochii iscoditori care incearca sa-1 prinda 
pentru a-i fragmenta Uinta. 

Pe tot parcursul romanului Winston Smith realizeaza o calatorie spre interior, spre 
autocunoastere. Acest lucru il ajuta sa se revolte contra sistemului. Dar nu putem vorbi de o 
reusita deoarece Winston decade in negura neantului fiind taiat precum un pom, iar interiorul 
sau este mutilat. A avea libertate inseamna a alege, a decide pentru tine, lucru pe care nu-1 poate 
permite un asemenea sistem totalitar. Libertatea devine o sclavie din punctul de vedere al 
sistemului prin simplul fapt ca acesta ar deveni sclavul iubirii, a lucrurilor, al obiceiurilor. Smith 
are sansa de a gusta un pic din libertate. Prin aventura pe care o are cu Julia el intra in contact 
cu natura, isi gaseste un adapost printre proli, care intr-un final devine temnita in care este prins 
si acuzat de crimagandire. Are libertate, dar una programata tot de sistem. Sistemul i-a permis 
sa aiba parte de acest fel de libertate, ca in final sa-i demonstreze ca nu se poate impotrivi 
FRATELUI CEL MARE. Aceasta libertate sfarseste prin a-1 subjuga pe Smith in sclavie. 

Dupa ce este capturat, este martor la ceea ce se intampla in interiorul sistemului, observa 
cum omul este mutilat si vede infatisarile pe care le va avea si el dupa acest proces traumatizant: 
„Avea ochii tulburi si se uita fix in perete, cam la un metru peste capul lui Winston.” 10 ; „Avea, 
insa, o fata uimitor de uscata, ca un craniu. Din cauza slabiciunii, gura si ochii pareau plini de 
o ura de moarte, nepotolita, pentru cineva sau ceva. (...) omul murea de foame.” * 11 Inconstient 
el realizeaza ca si chipul lui se va metamorfoza in asemenea hal. Torturile fizice si psihice isi 
pun amprenta asupra lui, iar in momentul in care se observa in oglinda, nu mai vede un om, ci 
un morman de oase: „Vazuse o fiinta adusa din spate, cenusie ca un schelet si care venea catre 
el. Felul cum arata era inspaimantator, si nu numai faptul ca se recunoscuse pe el insusi drept 
fiinta respective. Se apropie de oglinda si mai mult. Fiinta avea fata iesita inainte din cauza 
pozitiei aplecate a corpului, fata de puscarias bagat la izolare, cu fruntea proeminenta, urmata 
de o teasta cheala, cu nasul coroiat si pometii obrajilor tumefiati, iar ochii fiorosi, dar atenti. 
Obrajii ii erau brazdati de rani, iar gura bagata parca inauntru. Era, evident, propria lui fata, dar 
i se para ca ea se schimbase mai mult pe dinafara decat pe dinauntru. (...) Chelise aproape de 
tot. (...) Cu exceptia mainilor si a unui cere pe fata, corpul ii era cenusiu din cap pana in picioare, 
de jeg stravechi si impregnat. (...) Cosul pieptului ii era la fel de ingust ca al unui schelet, iar 
picioarele i se uscasera atat de mult meat genunchii ii ajunsesera mai grosi decat coapsele. (...) 
Curbura coloanei vertebrale era uimitoare. Umerii ingusti ii erau adusi atat de mult in fata incat 
pieptul ii ajunsese o cavitate, iar ceafa noduroasa parca se indoia si mai tare sub greutatea 
craniului.” 12 Smith este silueta fantomatica din Tipatul, trupul sau poarta povara sufletului sau 
fragmentat. El este anulat, nu-si mai recunoaste trupul, se priveste pe sine din exterior. Fata 
brazdata de suferinta este frumos reprezentata in tabloul lui Edvard Munch. Smith observa 
primele etape ale propriei sale reeducari. 

A fi om inseamna a simti, a alege, a-ti exprima dorintele, a avea parte de iubire, de 
prietenie, de o familie. Acest lucru nu este permis intr-o distopie. Din cauza puterii se incearca 
suprimarea individualitatii si crearea unei mase de oameni care gandesc ceea ce li se dicteaza. 
Dar Smith incearca sa schimbe acest lucru: Tu crezi in Dumnezeu, Winston?/ -Nu./ - Si- 
atunci care este principiul care ne va infrange?/- Nu stiu. Spiritul Omului./- Si tu te consideri 
om?/- Da./- Daca tu, Winston, esti om, atunci esti ultimul dintre oameni. Faci parte dinr-o specie 
disparuta; noi suntem mostenitorii acelei specii. Tu nu pricepi odata ca esti singurl Esti in afara 
istoriei, esti inexistent. Tonul i se schimba brusc si zise, mai taios: Si tu te consideri moral 


10 Ibidem , p. 203. 

11 Ibidem , p. 207. 

12 Ibidem , pp. 238-239. 
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vorbind, superior noua, cu minciunile si cruzimea noastra mill- Da, ma consider o fiinta 
superioara.” 13 

in momentul in care individul simte, isi lasa mecanismul robotizat la o parte si 
actioneaza in consecinta. Smith incearca sa se opuna torturilor la care este supus din cauza ca a 
comis crimagandire si a avut o aventura amoroasa. il forteaza sa spuna ca a comis lucruri de 
care nu stia, pana ce, intr-un final se fragmenteaza pentru ca sistemul nu doreste moartea unei 
persoane care inca doreste caderea Fratelui cel mare. Sistemul doreste moartea individului cand 
acesta accepta ceea ce i se spune si crede in lozincile prezentate. Se specified faptul ca nu se 
doreste moartea individului asa cum era in Antichitate sau cum erau persecutati crestinii, acestia 
murind crezand in Dumnezeu. Moartea lui Smith nu poate sa survina fara a trece prin anumite 
etape care il vor face sa creada in ceea ce dicteaza sistemul, moartea hind ultima etapa. Aluzii 
care se face la mortile crestinilor sublineaza faptul ca Smith va avea acelasi final tragic ca 
acestia. 


A fi ultimul om inseamna a avea vise, a avea dorinta sa distrugi mecanismul societatii 
distopice. Smith se hnpotriveste, dar ajunge sa-i fie anulata aceasta pornire, fragmentandu-1. In 
acest context se potrivesc urmatoarele versuri: 

„Dar sunt sarac - si nu am decat vise! 

Sa calci usor cand visele se cern, 

Caci calci pe vise - si pot fi ucise!” 14 

Aceste versuri sunt din poemul Mi-as vrea vesmantul rupt din cerul pur de William Butler 
Yeats, devin reprezentative pentru acest roman si pentru dorinta omului de a se elibera din 
chingile societatii. „Mi-as vrea vesmantul rupt din cerul pur,/ Tesut din aur si argint si umbre,/ 
Tivit cu soare noapte si azur/ Si cu paing de raze si penumbre./ Si la picioare-as vrea sa ti-1 
astern,/ Dar sunt sarac - si nu am decat vise!/ Sa calci usor cand visele se cern,/ Caci calci pe 
vise - si pot fi ucise!” 15 (Mi-as vrea vesmantul rupt din cerul pur) 

Prima parte a poemului poate fi interpretata in urmatorul mod: omul este nascut din cer, 
pur, cu vise si dorinte. insa traseul pe care il alege il poate condamna la o viata plina de lumina 
sau intuneric. Winston are cateva sclipiri slabe pe parcursul romanului care sunt stinse de sistem 
si aruncat in umbra, intr-o noapte in care nici macar razele slabe ale lunii nu-i mai pot aratat 
drumul din labirintul in care a fost abandonat. Fiinta lui isi pierde azurul, iar visele lui sunt 
zdrobite pentru a putea sa-si continue drumul spre taramul thanatic. 

intr-o societate in care nu se poate vorbi despre individualitate, in care Smith nu are 
nimic care sa-i incalzeasca sufletul, visul devine modalitatea de a scapa de sistemul opresiv. A 
avea doar visele intr-o societate in care a simti si a gandi iti este interzis, inseamna a avea totul, 
deoarece visele si sufletul nu ti-1 poate stapani aceasta asuprire. Smith traieste un vis in 
momentul in care incepe sa o iubeasca pe Julia in felul lui, chiar visand-o si strigand-o in timp 
ce era inchis. insa aceasta dragoste se sfarseste in momentul in care este reeducat pentru a putea 
fi umplut de sistem. in momentul in care visele sunt calcate in picioare de catre sistem, omul 
nu-si mai regaseste echilibrul. insa el se dezice de aceasta iubire, in momentul in care este 
amenintat cu o cusca plina de sobolani, care aveau sa-i devoreze intreaga-i fata, lasandu-1 fara 
partea cea mai vie a trupului sau. Sobolanul considerat a fi un animal necurat, aducator de 
ciuma, fund un animal distrugator devine o amenintare pentru chipul lui Smith, care risca sa 


13 Ibidem , pp. 237-238. 

14 William Butler Yeats, Versuri, in romaneste de Aurel Covaci, Bucuresti, Editura Pentru Literatura Universala, 1965, p. 90. 

15 Ibidem., p. 90 
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piarda ce a mai ramas din el. Apropierea custii cu sobolani il face sa simta teroarea prin fiecare 
celula a corpului, dorindu-si propria salvare, si transferarea acestei amenintari asupra femeii pe 
care o iubise: „Masca i se lipise de fata. Sarma ii fireca obrajii. Si, in clipa aceea - nu, nu scapase, 
dar spera, ii ramasese o farama de speranta. Prea tarziu, poate prea tarziu. Dar intelesese deodata 
ca, in toata lumea, nu exista decat o singura persoana asupra careia putea sa transfere supliciul 
- un singur trup pe care-1 putea pune la mijloc, intre el si sobolani. Urla ca un dement, repetand 
intruna: / - Pe Julia! Pe Julia! Nu pe mine! Pe Julia! Nu-mi pasa ce-i faceti! Sa-i sfasie fata, s-o 
roada pan-la os! Nu pe mine! Pe Julia! Nu pe mine!” 16 In cultura indiana exista un zeu-sobolan 
care are puterea de a vindeca bolile 17 , de aici rezultand faptul ca Smith este vindecat de iubire 
prin intermediul sobolanilor. El doreste sa-si pastreze chipul si viata, ceea ce mai ramasese din 
ele. 


Reeducarea isi pune amprenta si pe chipul femeii, Smith simtind-o schimbata, ea „avea 
fata mai palida decat inainte si o cicatrice lunga pe care parul nu reusea sa i-o acopere intru 
totul, peste frunte si tampla” 18 , insa sufletele lor sunt mutilate, iubirea nu mai exista, ginul Hind 
pentru Smith „viata, moarte si reinviere” 19 , in momentul in care ochii ii sunt plini de lacrimi. 
Viata lui nu mai exista, asteptandu-si moartea si glontul salvator. El se pierde, iar interiorul sau 
tipa pentru ca „il iubea pe Fratele cel Mare” 20 . Siluetele care apar in plan secund in tabloul lui 
Edvard Munch il urmaresc pentru a-1 face sa-si piarda esenta divina si chipul care il 
individualizeaza. 

In acest studiu am urmarit sa validam felul cum tabloul expresionist se muleaza pe 
traseul pe care Winston Smith il are spre moarte. Sufletul lui Smith tipa, iar acest zgomot este 
rupt pentru a li umplut de sistem. Winston se pierde pe sine, este manipulat si anulat, iar drumul 
pe care il parcurge este asemenea podului pe care silueta din tablou paseste. Este un drum 
nesigur, fara o destinatie sigura. 
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Abstract. The present paper aims to outline how Alexandra Paleologu had formed as a cultural entity. 
We intend to see which were the first fundamental meetings that helped him, since childhood, to form 
an education of high level. He grew up in an aristocratic environment, which gave him the opportunity 
to meet and discuss with people with a great culture. The one who guided Alexandra Paleologu’s first 
readings was his father, Mihail Paleologu. We are interested to observe the cultural relatiomship 
between Paleologu and his father. Also, in the content of this paper we propose to take a look at the 
relationships that Paleologu had with Alice Voinescu, arid his teachers. We hope that we will manage 
to bring to light some of the aspects of the first meetings that have contributed enormously to the cultural 
development of Alexandra Paleologu. 


Key-words: Paleologu, culture, family, meetings,aristocracy. 


Provenind dintr-o familie de juristi, fiind IIul cunoscutului avocat Mihai Paleologu si al 
Elenei Paleologu (nascuta Vidrascu), Alexandru Paleologu, inca din frageda copilarie, a avut 
oportunitatea de a-si forma caracterul si educatia intr-un mediu cu desavarsire intelectual. Tatal 
sau a fost modelul sau, si totodata, prima sa „calauza”, care i-a indrumat pasii tanarului 
Alexandru spre cultura si indeosebi, spre literatura. Despre personalitatea uluitoare a tatalui, 
Paleologu marturiseste cu admiratie: „S-a nascut in 1866. A fost un mare avocat cu studii la 
Paris, cu un talent extraordinar si cu o stiinta de carte nebuna. Dupa ce s-a intors de la Paris, a 
fost sef de cabinet al ministrului liberal Emil Costinescu. Pe urma a luptat in Primul Razboi 
Mondial si a fost grav ranit in Transilvania, avand nevoie de vreo 11 operatii efectuate de Ernest 
Juvara.” 1 


Admiratia insotita de afectivitate a fiului pentru parintele sau, care a jucat un rol 
fundamental in formarea sa intelectuala, se face simtita cu ficcare ocazie in care Paleologu este 
provocat sa evoce memoria tatalui. Chiar daca a fost de fonnatie avocat, exercitandu-si profesia 
cu un devotament rar intalnit (uneori pleda gratuit doar pentru ca era fascinat de frumusetea 
cazului), Mihail Paleologu, in tineretea sa, a cochetat cu literatura, insa, ulterior, la varsta 
maturitatii depline, si-a „repudiaf ’ gestul creatiei, dupa cum afirma si fiul sau: „in tinerete, tatal 
meu a facut si pe poetul; scria elegii pe care le publica la Samdndtorul si traducea din simbolistii 
francezi si germani. Le-a repudiat insa destul de repede si toata viata a ras cu cruzime de 


Alexandru Paleologu, Breviarpentru pastrarea clipelor, Filip Lucian-Iorga In dialog cu Alexandru Paleologu, editia a Ill-a 
revazuta, Bucuresti, Editura Humanitas, 2012, p. 26 
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propriile «opere», pe care le considera natange si ridicole.” 2 Cu toate ca nu s-a consacrat in 
lumea literelor, respingandu-si cu un vadit umor propriile incercari literare, Mihail Paleologu a 
fost cel dintai maestru al viitorului eseist, cultivandu-i in suflet si-n memorie gustul artistic si 
placerea de a descoperi lumea printr-o modalitate mai aparte: cea a culturii. Inca din primii ani 
de viata, Paleologu a avut parte de o educatie aleasa, fapt care denota atat inclinatia familiei 
Paleologu spre rafinament, cat si obarsia aristocratica a acestora. Intr-una dintre conversatiile 
eseistului cu Filip-Lucian Iorga, acesta isi aminteste ca: „Am avut o guvemanta austriaca, de 
pe la doi pana la opt ani. Prima mea limba invatata a fost germana; a doua, engleza. Despre 
franceza nu mai vorbesc, pentru ca plutea in casa si am prins-o fara vreun efort. Din cauza asta, 
eu nici nu ma pot exprima bine decat recurgand la franceza. Ca sa vorbesc romaneasca pura, 
trebuie sa fac un efort, pentru ca franceza vine pe cale fireasca. ” 3 

Paleologu a crescut inconjurat de spiritul aristocratic, fund martor, si totodata, 
participant la unele dintre cele mai rafinate evenimente mondene ale vremii, evenimente unde, 
conversatiile pline de spirit ale scriitorilor, pictorilor, filozofilor, ale oamenilor de stiinta, ale 
personalitatilor marcante ale lumii intelectuale interbelice, erau la ordinea zilei. Precum 
remarca si Tudorel Urian, „copilul Alexandria Paleologu i-a vazut si i-a ascultat pe toti acestia, 
a aflat povestile si micile anecdote cu / despre ei, i-a admirat, si, voit, sau fara sa-si dea seama, 
si-a insusit din modul de a 11 al fiecaruia cate o mica lectie de viata. In multe dintre amintirile 
sale, Alexandru Paleologu s-a referit la personalitatile culturale care au contribuit decisiv la 
creionarea identitatii sale culturale.” 4 In mod surprinzator, de pe lista lunga a evocarilor 
personalitatilor care i-au fost modele lui Paleologu, lipsesc profesorii din timpul anilor de 
scoala. Cu toate acestea, exista, totusi, o exceptie. Este vorba despre Artur Voitinovici, 
profesorul de chimie de la Liceul „Spiru Haret”, profesor care, in ciuda faptului ca provoca 
spaima in randul elevilor de la filiera umanista, asupra lui Paleologu a exercitat o influenta 
majora pentru devenirea sa umana. Acesta il evoca pe dascalul sau intr-o proza de tip 
confesiune, una extrem de emotionanta, publicata in volumul Alchimia existentei. Intitulat O 
revista si un profesor, textul ilustreaza modul in care profesorul de chimie a trasat destinul lui 
Mircea Eliade, si, poate, si pe cel literar al lui Alexandru Paleologu. In ciuda faptului ca elevul 
Paleologu nu intelegea mare lucru din lectiile de chimie ale profesorului, dupa cum singur 
afirma, insa primea intotdeauna nota de trecere la materia profesorului, deoarece scria la revista 
liceului „Vlastarul”, iar profesorul avea obiceiul sa spuna „nu prea invata el la chimie, dar e 
baiat inteligent si cult, am vazut ce a scris in «Vlastarul». Chimist n-are sa ajunga, dar poate 
ajunge scriitor. ” 5 Ulterior, iesit din sistemul de invatamant, profesorul si-a deschis o farmacie 
pe Calea Victoriei, unde, isi aminteste Paleologu, profesorul trebaluia printre borcane si 
eprubete. La maturitate, fostul elev isi aminteste cu vadita emotie in glas, ca profesorul sau „era 
tot mai batran, si parul ii era din ce in ce mai putin rosu; eu eram prea tanar si m-as li jenat sa- 
1 imbratisez, cum as face-o astazi, si cum nu cred sa fi facut vreodata vreunul dintre fostii lui 
elevi. A murit demult (azi ar li fost mai mult decat centenar), a murit fara sa stie ca macar unul 
dintre ei ar fi facut-o. ” 6 Aceasta minunata si tardiva declaratie de recunostiinta copleseste prin 
forta empatica pe care o emana. 

Marile modele umane, intelectuale si comportamentale, tanarul Alexandru Paleologu le 
va gasi nu in scoala, ci in lecturile calauzite, initial de tatal sau, iar mai tarziu, cateva dintre 
personalitatile marcante ale culturii romanesti interbelice, aflate in imediata apropiere a familei 
sale, ii vor ghida, prin prezenta si prin exemplul lor, cursul intelectual si uman. In cazul 


2 Ibidem, p. 27 

3 Ibidem, p. 81 

4 Tudorel Urian, Vietile lui Alexandru Paleologu , Bucuresti, Editura Vremea, 2010, p. 23 

5 Alexandru Paleologu, O revista $i un profesor, in Alchimia existentei, Bucuresti, Editura Cartea Romaneasca, 1983, p. 175 

6 Ibidem, pp. 175- 176 
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Paleologu, la fel ca-n cazul tuturor oamenilor, putem vorbi despre intalniri fundamentale, 
esentiale in formarea omului si a intelectualului Alexandra Paleologu. O astfel de „intalnire” 
este si cea cu Alice Voinescu. Eseistul o cunoaste pe aceasta remarcabila doamna inca din primii 
ani ai copilariei, aceasta fiind o foarte buna prietena a tatalui lui Paleologu. Despre aceasta 
exceptional;! prietena a familiei Paleologu, si despre modul in care destinul a decis ca aceasta 
sa aiba o influenta marcanta asupra existentei sale, scriitorul, in confesiunile pe care i le face 
lui Stelian Tanase, marturiseste: „Dintre figurile care au jucat un rol de prim plan in viata mea, 
totdeauna cand sunt intrebat, o pomenesc pe Alice Voinescu. Am vorbit despre ea de mai multe 
ori si continui sa vorbesc. Mereu am ceva de spus in legatura cu ea si asta pentra ca era cea mai 
veche prietena a tatalui meu si cu care am fost prieten la randul meu. Fiindca am ajuns la un 
mare grad de familiaritate, o consideram ca pe o rada apropiata si, fiindca a jucat un mare rol, 
aproape in dublet cu tatal meu, nu pot sa n-o pomenesc de cate ori e vorba de formarea mea 
intelectuala si timpurie si mai tarzie. ” 7 Relatia aparte dintre Mihail Paleologu si Alice Voinescu 
s-a rasfrans si asupra legaturii pe care Alexandra Paleologu insusi le-a avut, ulterior, cu aceasta 
distinsa doamna. Alexandra Paleologu, completeaza foarte framos portretul Alicei Voinescu, 
in prefata la Jurnal, spunand despre aceasta: „E drept ca era cea mai veche si mai buna prietena 
a tatalui meu, o cunosteam de cand ma stiu, iar relatia cu ea era ca si de cea mai apropiata 
radenie; rolul ei in educatia mea timpurie si apoi in formatia mea intelectuala si sufleteasca a 
fost tot atat de hotarator ca si al tatalui meu. Conversatia cu ea nu era obligatoriu intelectuala, 
se putea discuta cu ea orice, filme, intamplari diverse, chiar si cancanuri, de ce nu? Dar 
totdeauna in marginile delicatetei pe care prin Area ei o impunea asa cum se impune cea mai 
suava mireasma. Inteligenta ei cu totul iesita din comun si perpetuu vie, nu avea niciodata nimic 
condescent, nimic dominator, nu vroia niciodata sa o faca simtita ca atare, nu-si aroga si nici 
macar nu-si atribuia constient vreo superioritate; efectiv dominatoare in Uinta ei era bunavointa 
ca efect al unei irezistibile bunatati a inimii. Bunatatea aceasta, care-i eclipsa marea inteligenta, 
era intr-adevar, a inimii, dar venea dintr-o imensa putere de intelegere (in fond lucruri 
indiscutabile). Pornirea ei spontana era totdeauna de a se supune nevoii altuia, realitatii, 
adevaralui. Si mai cu seama lui Dumnezeu. ” 8 Importanta prezentei acestei figuri didactice, ba 
chiar mateme, in copilaria si mai apoi, in tineretea lui Alexandra Paleologu se deduce si din 
marturisirea plina de nostalgie si de sincera emotie facuta de eseist la anii deplinei maturitati: 
„Eu am cunoscut-o intre patrazeci si saptezeci si ceva de ani. Ea nu s-a schimbat. Eu m-am 
schimbat, devenind tanar, apoi matur. Imaginea acelei zane in alb care mi-a cusut nasturele a 
ramas insa in mintea mea si a comandat intreaga mea reprezentare ulterioara despre ea. Asa o 
vad: o domnisoara dintr-un portret englezesc din secolul al XVIII-lea, de Gainsborough sau 
Reynolds. Gratia ei, politetea au intrat foarte adanc in formatia mea intelectuala si in optiunile 
mele pentra stilul de conduita in societate. Era un specimen de mare calitate al culturii romanesti 
cosmopolite interbelice si al societatii bune de atunci. ” 9 

In ceea ce priveste primele lecturi, cele care i-au zguduit constiinta copilului Paleologu, 
acesta isi aminteste ca tatal sau i-a oferit in dar o editie frumos ilustrata a scrierilor contesei de 
Segur, care 1-au fascinat. Apoi, Paleologu a savurat comediile si scenetele lui Vasile Alecsandri, 
pe care bunica sa i le citea seara, inainte de culcare, la varsta de sapte ani, cand acesta era (intuit 
la pat de scarlatina, urmata de pojar. Atasamentul eseistului de umoral caragialian, care 1-a 
urmat intreaga viata, a fost precedat de comediile lui Alecsandri, mai ales de cele din seria 
Coana Chirita, care au determinat inscrierea gustului sau literar pe o anumita orbita. Rasul de 


7 Alexandm Paleologu, Stelian Tanase, Sfidarea memoriei (Convorbiri), aprilie , 1988- octombrie 1989, editia a Il-a, 
Bucuresti, Editura Du Style, 1996, p.122 

8 Alice Voinescu, Jurnal, Editie ingrijita, evocare, tabel biobibliografic si note de Maria Ana Mumu, cu o prefata de 
Alexandra Paleologu, Bucuresti, Editura Albatros, 1997, pp. 117-118 

9 Alexandru Paleologu, Stelian Tanase, Op cit, p. 132 
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atunci al copilului cu obrajii aprinsi de febra si de durerile provocate de pojar, avea sa devina, 
peste ani, una dintre trasaturile remarcabile ale personalitatii lui Alexandru Paleologu, fapt care 
demonstreaza predispozitia genetica a acestuia pentru umor. Acesta marturiseste cu zambetul 
pe buze, in dialogul pe care il poarta cu Mircea Vasilescu: „Comediile lui Alecsandri, mai ales 
seria Coana Chirita, ma faceau sa ma sufoc de ras si sa-1 admir pe autor cu un entuziasm 

netarmuit. Acesta a fost primul meu impact cu literatura, cu miraculoasa ei putere instauratoare. 
»io 


Foarte frumos spune Tudorel Urian in cartea sa, ca „viata lui Alexandru Paleologu a fost 
un lung sir de admiratii”. * 11 Intr-adevar, de-a lungul vietii sale, si mai cu seama in anii copilariei 
si ai tineretii, eseistul a avut parte de o multime de modele memorabile, care i-au ramas 
intiparite in minte si-n suflet, prin ideile, gesturile, comportamentul si prezenta lor impecabila. 
Desi la senectute, a devenit el insusi un model demn de urmat si de admirat, Alexandru 
Paleologu a stiut sa pastreze cu sfmtenie entuziasmul admiratiei pentru ceilalti, si nu se jena sa 
si-1 manifeste ori de cate ori avea prilejul. 
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Abstract: This paperfocuses on the DAD A movement, which had several emerging points: Zurich (1916- 
1920), New York (1915-1920), Berlin (1918-1923), Paris (1919-1922), Koln, Hannover, Barcelona etc. 
The activities developed in Berlin and Zurich are central to this study, as the author’s purpose is to 
outline a few differences between the two groups. Born in Zurich at Cabaret Voltaire, DADA will find 
in Berlin a more explicit platform to protest against war, but will also relate to the German 
Expressionism. At the same time, internal cohesion was a feature of Cabaret Voltaire, but not one of the 
Berliner Dada-Club, which eventually led to a better recognition of the Swiss group. 

Keywords: DADA movement, Dada-Club, Cabaret Voltaire, protest, intermediality 


1. Einleitung: Die historische Avantgarde 

Man kann sagen, dass Literatur, unabhangig von ihrer Entstehungszeit, immer dieselben 
Themen aktualisiert und dabei das vermeintlich Uberkommene stetig negiert: Jede literarische 
Stromung und Bewegung versucht, das Alte zu destruieren und ist eine Erscheinung des Janus 
Bifrons, der gleichzeitig in die Vergangenheit und die Zukunft blickt. L ’esprit frondeur 
manifestiert sich also sukzessiv, in Wellen, aber ist mit der literarischen Avantgarde zugespitzt, 
bzw. mit der historischen Avantgarde der 1910-1930er Jahre. Die Neigung zum (asthetischen) 
Experiment ist fur diese Schriftsteller bezeichnend, denn sie proklamieren eine Auflosung der 
traditionellen Gattungspoetik, die Zerstorung der traditionellen Strukturen der Literatur. Aber 
der Protest richtet sich nicht nur an der Literatur, sondern an der Gesellschaft insgesamt. Die 
Avantgarde ist ein Zeichen der tiefen Krise der Modernitat am Anfang des 20. Jahrhunderts 
aber auch ein Zeichen der kulturellen Mutation, der Not eines neuen Erwartungshorizonts und 
eines Paradigmenwechsels. Die Desillusionierung, die Enthumanisierung der Menschen und 
die wirtschaftlich-gesellschaftlichen Prozesse (v.a. die Industrialisation - die Transformation 
des Subjekts in einer Funktion des Systems) im Ersten Weltkrieg sind die Voraussetzungen fur 
die Entstehung vieler divergierenden Tendenzen in der Kunst: Kubismus, Dadaismus, 
Suprematismus, Futurismus, Integralismus, Lettrismus, Konstruktivismus usw. 

Unter diesen Phanomenen befindet sich auch die Dada-Bewegung, die schnell zu einer gesamt- 
europaischen Kunstrichtung sich ausweitet. Die Dadaisten kritisieren das starre Denkweisen 
und Gewohnheiten und wollen Befreiung von Einschrankungen und Klischees, wie auch Hanne 
Bergius behauptet: 

Dada intendierte eine impulsive und zugleich distanzierte Vivisektion des Zeitgeistes, der 
verkrusteten Ideologien und Konventionen, der Vermittlungs- und Durchsetzungsstrategien der 
Medien, der Lebens- und Denkschemata, der Wahmehmungsgewohnheiten und Normen, um 
Ordnungs- und Herrschaftsstrukturen vehement infrage zu stellen. 

Dada bewegt sich zwischen den Polen der Zerstorung und Schopfung, man hat hier mit einer 
Umwertung der Kunst zu tun, weil die Negation des Alten eine starke Affirmation des Neuen 
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bringt. Dieses Verfahren ist aber das einzige, das in dieser Zeit Fortschritte im Bereich der 
Kunst bedeutet: „Wut tut gut”, wie das Plakat der Dadaisten an der Wand des Gebaudes des 
Cabaret Voltaire in Zurich (an der Speigelgasse Nr.l) zeigt. 


2. Kennzeichen der Dada-Bewegungen in Zurich und Berlin. Gemeinsamkeiten und 
Unterschiede 

Die Eroffnung des Cabaret Voltaire am 5. Februar 1916 gilt als historisches Geburtsdatum des 
Dada. Griinder und Mitglieder sind Hugo Ball, Tristan Tzara, Marcel Janco (Iancu), Hans Arp, 
Emmy Ball-Hennings, Hans Richter usw. Literarische Manifestationen oder Formen, die von 
den Merkmalen des Dadaismus gepragt sind, findet man aber auch friiher und deshalb bekennt 
Hans Richter, Mitglieder der Dada-Zurich, dass eine Geschichte aller dadaistischen Formen 
schwer zu rekonstruieren ist: „Wo und wie Dada eigentlich entstand, das ist heute schon fast so 
schwer festzustellen wie Homers GeburtsorfDie Ideen aber verbreiten sich schnell und Ende 
der 1910er Jahre und Anfang der 1920er Jahre gibt es verschiedene Dada-Zentren in Europa 
und nicht nur, unter denen eine Art Plurilog entsteht. Hans Richter erlautert diese 
Emergenzpunkte des Dadaismus und erwahnt Zurich (1916-1920), New York (1915-1920), 
Berlin (1918-1923), Paris (1919-1922), Koln, Hannover, Barcelona. Je nach den Orten und 
Stilen der Kunstler entdeckt man besondere Kennzeichen der Asthetik und Poetik dieser 
Bewegung: 

Dada hatte keine einheitlichen formalen Kennzeichen wie andere Stile. Aber es hatte eine neue 
kunstlerische Ethik, aus der dann, eigentlich unerwartet, neue Ausdrucksformen entstanden. 
Diese neue Ethik fand in den verschiedenen Landern und in den verschiedenen Individualitaten 
einen ganz verschiedenen Ausdruck, je nach dem inneren Schwerpunkt, dem Temperament, der 
kunstlerischen Herkunft, dem kunstlerischen Niveau des einzelnen Dadaisten. 

Die neuen Formulierungen im Bereich der Kunst sind also auch von dem historischen Kontext 
gepragt. Es ist kein Zufall, dass Dada in der Schweiz geboren ist: Die Neutralist der Schweiz 
gibt die Voraussetzungen fur die fireie Bildung einer Gemeinschaft, zu denen Kunstler oder 
Schriftsteller verschiedenen Nationalitaten gehoren, Personlichkeiten, die wegen des 
Asylrechts von den Heimatlandern in der Schweiz gekommen sind (z.B. Tristan Tzara und 
Marcel Janco aus Rumanien). Die mangelnde Beteiligung an der Politik und am Krieg hat 
Auswirkungen im Bereich des kunstlerischen Schaffens und im Falle der Dada-Zurich erkennt 
man die starke Kritik an den alten Kunstrichtungen und weniger die Einbindung mit der Politik 
(z.B. nur am Ende der Bewegung beginnt Hugo Ball in Bern in der Politik aktiv zu sein). Im 
Gegensatz wenden sich die Berliner Dadaisten gegen eine biirgerliche Kunst und das Tempo 
der Zeit, wo man mit dem Krieg, den StraBenkampfen, der Technologisierung der Gesellschaft 
und der Typisierung der Menschen zu tun hat: 

Nach der entscheidenden Niederlage der Revolution in Januar 1919 macht dann der Berliner 
Dada allerdings eine entscheidende Wandlung durch, indem er sich politisch orientiert. Vom 
Februar 1919 bis Mitte Januar 1920 steht der Dada in enger Verbindung mit den revolutionaren 
Ereignissen und den Aufbau der Weimarer Republik. Dada ist einer Erscheinungsform des 
Kampfes gegen diese Republik, die von Anfang an im Einflussbereich reaktionarer Elemente 
lag. Und Dada findet seine Ende mit dem Sinken revolutionaren Hoffnungen. 

Die Kritik der Mechanisierung der Zivilisation in Berlin beginnt aber nicht mit dem Einfluss 
der Dada. Raoul Hausmann, Mitglieder des Dada-Clubs, erklart die Situation der Vorganger, 
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der pradadaistischen Aktivitaten: „DADA war in Zurich geboren, und einer seiner 
Abgesandten, Huelsenbeck, brachte die Botschaft nach Berlin, wo der Kreis der ,Freien Strafie’ 
um Franz Jung schon vorbereitet war, alle Konsequenzen einer Emporungs-Aktion zu ziehen”. 
Die Revolte gegen die Weimarer Republik wird 1918 um Club Dada herum konzentriert und 
zu dessen Umkreis gehoren: Raoul Hausmann, George Grosz, Richard Huelsenbeck, Franz 
Jung, Walter Mehring, John Heartfield, Wieland Herzfelde, Hannah Hoch, Johannes Baader, 
Carl Einstein, Erwin Piskator, Otto Dix, Paul Citroen u.a. Sie beurteilen den Krieg und dessen 
Folgen, die Entmenschlichung und Orientierungslosigkeit, die schlechten 
Menschenverhaltnisse. Die Opposition gegen den Krieg wird explizit in den Werken dargestellt 
und im Gegensatz mit der Dada-Zurich wurde „das politische und gesellschaftliche 
Zeitgeschehen im Rahmen des Berliner dadaistischen Projekts in starkerem Mafie als in Zurich 
thematisiert”. Die Dadaisten wollen gleichzeitig eine engere Beziehung zwischen Kunst und 
Leben oder Gesellschaft: Kunst soil realitatsnah Sujets haben (Krieg, Hunger, Armut, 
Industrialisierung usw.), man soil die Realitat, die Alltagswelt in der Literatur und Kunst 
integrieren, aber auch die Kunst ins konkrete Leben bringen, also die Offentlichkeit der 
Erscheinungsformen kennzeichnet die Dadaisten. Man muss dafiir nur die Dada-Soirees, die 
Rezitationsabenden und die Vortrage erwahnen. Jeder hat hier Zutritt, es ist kein 
exklusivistisches Club, sondern die Teilnehmer gehoren zu verschiedenen Bereichen, sie sind 
nicht nur Kunstler, sondem auch in anderen Spharen interessiert und wollen, eine internationale 
Dimension der Bewegung zu geben (deshalb kann man die Programme der kleinen Gruppen 
aus den unterschiedlichen Stadten nicht scharf trennen, es gibt also eine weltweite Dada- 
Stimmung). 

Wahrend die Zuricher Dadaisten eine asthetische Reform einfuhren wollten, betrifft die 
Erneuerung der Berliner meistens den Expressionismus, der nicht mehr aktuell sei. Auf jeden 
Fall bleibt Kunst ihren hauptsachliche Tatigkeit und gilt auch als statement fur ihre Position in 
der Gesellschaft, wie Harald Maier-Metz beweist: „Kunst sollte als wirkende, eingreifende, 
didaktische ,Waffe’ dem praktischen Emanzipationskampf integriert werden”. Das zeigt auch, 
wie aktiv die Mitglieder gegen den Krieg sind und das gilt fur alle Kunstler, auch fur die 
Zuricher, wie man in Balls Tagebuch lesen kann: „Der Krieg beruht auf einem krassen Irrtum. 
Man hat die Menschen mit den Maschinen verwechselt. Man sollte die Maschinen dezimieren, 
statt die Menschen”. In Deutschland aber gibt es kein Zufluchtsort, sondem hier konfrontiert 
sich man mit den Schrecken des Krieges. 

Um die Orientierungslosigkeit der Menschen und die Desintegration der Gesellschaft zu 
darstellen, verwenden die Kunstler neue Techniken und Verfahren innerhalb der Literatur, u.z. 
die Montage, die Collage, die Laut- und Simultandichtung, die meist einen intermedialen 
Charakter haben. Das Montageverfahren zeigt die Zerstorung und Fragmentarisierung des 
Lebens: „Montagen sind das dadaistische Modell einer ziellosen und zweckbefreiten Bewegung 
des Lebens”. Hier wird auch das Prinzip des Zufalls verwendet, das fur Tristan Tzara 
grundsatzlich fur ein dadaistisches Gedicht ist, wie er in einem Manifest schreibt: 

Um ein dadaistisches Gedicht zu machen 
Nehmt eine Zeitung. / Nehmt Scheren. 

Wahlt in dieser Zeitung einen Artikel von der Lange aus, die 
Ihr Eurem Gedicht zu geben beabsichtigt. 

Schneidet den Artikel aus. 

Schneidet dann sorgfaltig jedes Wort dieses Artikels aus und gebt sie in eine Tute. 

Schuttelt leicht. 

Nehmt dann einen Schnipsel nach dem anderen heraus. 

Schreibt gewissenhaft ab 

in der Reihenfolge, in der sie aus der Trite gekommen sind. 
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Das Gedicht wird Euch ahneln. 

Und damit seid Ihr ein unendlich origineller Schriftsteller mit einer charmantcn, wenn auch von 
den Leuten unverstandenen Sensibilitat 

Aber auch Elemente der Wirklichkeit werden integriert, um das Leben genau zu beschreiben, 
wie auch das Wort Dada bedeutet, nach Richard Huelsenbeck: 

Das Wort Dada symbolisiert das primitivste Verhaltnis zur umgebenden Wirklichkeit, mit dem 
Dadaismus tritt eine neue Realitat in ihre Rechte. Das Leben erscheint als ein simultanes Gewirr 
von Gerauschen, Farben und geistigen Rhythmen, das in die dadaistische Kunst unbeirrt mit 
alien sensationellen Schreien und Fiebern seiner verwegenen Alltagspsyche und in seiner 
gesamten brutalen Realitat ubernommen wird. 

Die technisierte Welt und die Brutalitat der Realitat erscheinen auch im Falle der Collagen. 
Diese bedeuten die Arbeit mit verschiedenen Materialien, die von den Berlinern und Zurichem 
unterschiedlich benutzt sind, wie Hanne Bergius beachtet: „Wahrend die Schweizer Dadaisten 
Primarmaterialien wie Wolle, Gips, Holz, Stoffe bevorzugten, die in der Zeit grofiten 
Sinnverlustes Konsistenz symbolisierten, lag der Schwerpunkt Dada Berlins mehr in der 
Absicht, das ,wirkliche Erleben alle Beziehungen’ erfahrbar zu machen”. Hans Arp z.B. hat 
Werke aus Holz gefertigt, die das Streben nach dem Primitiven zeigen. Diese sind oftmals 
dynamische Kompositionen aus verschiedenen Schichten von Reliefelementen (manchmal 
unterschiedlich bemalt), die oft menschliche Gestalten in abstrakten Formen beschreiben. Im 
Gegensatz werden die Mechanisierung und die Konkretheit der Materialien von z.B. George 
Grosz, der „metamechanische Konstruktionen“ durch Reduktions- und Abstraktionsprozesse 
schafft, nach Bergius: 

In den metamechanischen Konstruktionen verwandelte sich der Dadaist in einen abstrakt 
arbeitenden, entindividualisierten, kollektiv handelnden Jngenieur’, der mit der Sachlichkeit 
der technisierten Arbeitswelt und ihrer gesetzmafiig mechanisierten Prazision eine analoge 
Produktionsweise im Bild simulierte. 

Was auch neu ist, ist die Verwendung der Fotografien in diesen Collagen, um eine politische 
Aussage darzulegen, wie auch Hans Richter schreibt: 

Die Collage, das Aufkleben von Papier und Stofffetzen, war in Zurich bereits erprobt worden. 
Aber die Verfremdung der Fotografie, die ja wirklich sichtbare Dinge darstellt, durch neue 
Form- und Ton-Beziehungen und der freie Gebrauch ihrer Realitatsstiicke zu politischem 
Angriff, das war die neue Berliner Dimension. 

Im Bereich der Literatur kann man liber Intermedialitat sprechen, weil die Dadaisten das 
Lautmaterial betonen, also die akustische Dimension der Gedichte. Wichtige Merkmale in 
Gedichten wie te gri ro ro von Hans Arp („te gri ro ro gri ti gloda sisi diil fejin iri”), in Wolken 
(„elomen elomen lefitalominal / wolminuscaio / baumbala bunga / acycam glastula feirofim 
flinsi”), Totenklage („ombula / take / biti / solunkola / tabla tokta tokta takabla / taka tak”), 
Katzen und Pfauen („baubo sbugi ninga gloffa”) und im beriihmten Gedicht Karawane 
(„jolifanto bambla 6 falli bambla / grossiga m’pfa habla horem”) werden hier Klangfarbe, 
Intonation, Akzent, Lautstarke, Tonhohe, Tempo. Das Simultangedicht braucht Improvisation, 
Spontaneitat und vernichtet die klassische Auffassung eines einzigen allmachtigen Schopfers. 
Aber im Falle des Dada-Clubs kann man nicht von Ausgleich spreche, wie im Falle des Cabaret 
Voltaire, wie Hans Richter anerkennt: 
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Das Cabaret Voltaire hatte ganz von selbst einen Geist der kollektiven, freundschaftlichen 
Zusammenarbeit gefordert, der bis zum Ende die menschlichen Beziehungen zwischen den 
einzelnen Dadaisten kameradschaftlich kennzeichnete. [...] Wahrend Ziirich-Dada in der 
geruhsameren Schweiz sich in einer Art von seelischem Gleichgewicht hielt, begunstigte die 
hektische Situation in Berlin zwar die Rebellion, aber die Rebellion rebellierten auch gegen- 
einander. 

Die Individualitaten der Berliner aufiern sich starker und fuhren zu einem ganzen Kaleidoskop 
von unterschiedlichen Formen der Kunst. 


3. Schlussfolgerung: Homo homini dada 

Die Intemationalitat der Dada-Bewegung kann man nicht verneinen, sie meint eine Abgrenzung 
von herkommlichen Stromungen, eine Provokation des Lesers und die Verwendung der 
Innovationen und Experimenten. Die Umwertung der Normen und die Fronde erscheinen bei 
jeder Dada-Gruppe (Zurich, Berlin, New York, Paris usw.), aber die Verankerung in der 
Gesellschaft und die realitatsnahen Sujets charakterisieren das Club-Dada aus Berlin. Das 
Pendel zwischen Negation und Affirmation wird bei den Berliner in der Negation zugespitzt: 
in der Ablehnung von Krieg, Tod, Zerstorung der Gesellschaft, Mechanisierung der 
Denkweisen, Entfremdung der Menschen. Obwohl diese Gruppe vielleicht die meist heterogene 
war, wie Debbie Lewer analysiert - „there are almost as many ,Dadaisms’ as there were 
Dadaists” - gibt es doch ein Wort, das alle Merkmale umfasst: DADA (und nicht DADAismus 
oder DADAismen). „Es lebe Dada”. Amen. 
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DEFINITE DETERMINATIVE ARTICLE OR OTHER MORPHEMIC 

STATUS?! 
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Abstract: This paper represents a study of the Contemporary Romanian Grammar and comes up with 
a discussion regarding the contexts where some invariable adjectives, ditamai, ditai, coycogea, 
coycogeamite, which are compulsory to be placed before a noun, ask for the common nouns after 
these adjectives to be enclitically articulated. The presence of the indefinite article beside these 
adjectives placed before the common nouns enclitically articulated complicates even more the 
situation, raising the problem around the morphemic status of the flective segments of enclitic article 
type from the final of the flective of the common nouns: it is about a definite articulation both in the 
content and in expression, taking into account the fact that the flective segments are homonym, or, it 
is actually only about a formal articulation. 

Keywords: morphemic status, invariable adjectives, definite determinative article, number and case 
article, number article 

0. Fara a intra in prezentarea unor discujii mult prea controversate din jurul cvolutici 
articolului 1 in limba romana, ca trecere, fie de la parte de vorbire de sine statatoare la statutul 
de morfem gramatical, fie de la o parte de vorbire la o alta, din cauza „ eterogenitdfri, sub 
diverse aspecte, aformelor reunite’’'' 2 [s.n.], consideram necesara, totusi, conturarea anumitor 
observajii deloc neglijabile in perimetrul de analiza propus de ultimul tratat academic, GBLR 
2010 . 

La momentul actual, datorita identitajii formale §i etimologice, „Rela{ia etimologica 
dintre articolul enclitic yi aceste elemente omonime este neindoielnica. ” 3 [s.n.], ca nota 
comuna, toate segmentele de expresie considerate articole, cu referire exclusiv la cele 
enclitice, pot sa-si pastreze aceasta incadrare definitorie, completata cu particularizari 
necesare impuse de rolul pe care il pot indeplini, ca nota distinctiva. 4 

In ciuda acestui sistem conceptual §i terminologic transparent §i coerent, incepand cu 
GALR 2005 §i continuand cu GBLR 2010, sfera sub incidenta careia intra articolele limbii 
romane se restrange mult, pastrandu-se denumirea de articol numai pentru cele definit §i 


1 Pentru o recenta privire de ansamblu asupra acestei probleme, cf. Gupi Romalo 2015, pp. 340-344. 

2 Pana Dindelegan 2003, p. 27. 

3 GALR 2005, Vol. I, p. 57. 

4 Vezi, in aceasta directie, triada propusa articol determinate vs articol formativ vs articol cazual, Neampi 2014, pp. 277- 
280. Alti autori folosesc denumirea de element formativ, corespondentul articolului formativ, vezi SMLRC 1967, p. 171, 
Iacob 2002, p. 96. 
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nedefinit, restul unitajilor §i/sau subunitajilor enclitice fiind considerate: fie „elemente 
omonime cu articolul” [s.n.] care „participa la alcatuirea a diferite unitaji lexicale ale limbii 
romane” 5 sau form anti: ,Jn structura unor cuvinte exista o serie de formanji omonimi cu 
articolul definit [ ...]” 6 [s.n.]; fie „Asociate numelor proprii, aceste uni tap de expresie nu mai 
funcjioneaza ca determinante, ci ca afixe cazuale, subordonandu-se categoriei cazului.” 7 
[s.n.] 

In acclasi timp, spre deosebire de GALR 2005, incadrarea morfologica a articolelor 
definit §i nedefinit data de autorii tratatului GBLR 2010 devine vizibil ambigua, din cauza 
oscilajiilor intre apartenenja la cuvintele-morfem : Articolul definit fi nedefinit sunt cuvinte 
fara sens lexical, care aparfin clasei determinanfilor. Prin articol se realizeaza determinarea 
definita sau nedefinita. [■■■]”* [s.n.] si apartenenja la morfeme : „o serie de morfeme 
gramaticale legate, care apar impreuna cu un suport (substantiv sau, mai rar, adjectiv 
antepus substantivului), constituind clasa articolului definit, fi o serie de morfeme libere, 
constituind clasa articolului nedefinit ,” 9 [s.n.] 

Acceptarea calitajii de cuvant-morfem impune cateva amendamente imediate: 

(1) in primul rand, statutul de cuvant 10 ridica doua probleme complementare: pe de o 
parte, presupune nemijlocit existenja unui anumit sens, fie lexical, 11 ca expresie a radicalului, 
cuvintele constituindu-se in lexeme, fie gramatical, in aceasta situapc, fiind prcpozijiilc, 
conjuncpile; 12 pe de alta parte, dctincrca unui sens incadreaza cuvantul fie la termeni, fie la 
relateme: sensul lexical impune atat autonomie semantica, cat si disponibilitatea de a fi 
termen in relate,' 1 la fel cum sensul gramatical impune lipsa unei autonomii semantice §i 
disponibilitatea 14 de a fi relatem, 15 ca expresie a relajiei, indiferent de nivelul la care este 
plasata §i indiferent de tipul acesteia. Tocmai din aceste motive, cuvintele-termeni pot aparea, 
in plan sintagmatic, insoptc de cuvinte-relateme alaturi de care sunt supuse unei analize 
morfosintactice §i fara de care sintagma binara 16 nu ar exista. 17 

(2) In al doilea rand, acceptarea statutului de morfem gramatical 18 al articolului, in 
cazul de fa|a, cel determinativ (enlcitic si proclitic), deci de flectiv 19 , pune la indoiala calitatea 
de cuvinte a acestora §i, implicit, cxistcnta unui sens lexical: „Arliolul nu poatefi considerat 


5 GALR 2005, Vol. I, p. 57. 

6 GBLR 2010, p. 93. 

7 GALR 2005, Vol. I, p. 56. 

8 GBLR 2010, p. 86. 

9 Idem. 

10 Folosim termenul generic de cuvant atat pentru cuvintele propriu-zise, cat §i pentru grupurile de cuvinte, sub fonna 
locutiunilor. In acela§i timp, este irelevant stautul cuvantului din punctul de vedere al clasificarii formativ-stnicturale, 
primar vs derivat vs compus, vezi Neampi 2005. 

11 In majoritatea tratatelor contemporane de gramatica, parjile de vorbire se clasifica pe baza anumitor criterii, cel 
lexical/semantic fiind unui dintre ele, vezi Sinteze de limba romana 1984, p. 198. 

12 Nica 1988, pp. 44-62. 

13 Dra§oveanu 1997, p. 22. 

14 Ibidem pp. 23-34. 

15 Pentru conceptul de relatem, vezi Dra§oveanu 1997, p. 29. 

16 Luand in considerare principiile sintaxei neotradifionale relafionale, sintagmele, atat intrapropozifionale, cat §i 
interpropozijionale, indiferent de nivelul la care sunt plasate, sunt binare, vezi Dra§oveanu 1997, pp. 30-34. 

17 Ibidem, p. 34. 

18 Pentru opozilia morfem lexical vs morfem gramatical, cf. Sinteze de limba romana 1984, p. 204. 

19 Morfemul gramatical este cunoscut, in literature de specialitate, §i sub denumirea d e flectiv, cf. Dra§oveanu 1997, pp. 21- 
34, D$L 2005, p. 216, GBLR 2010, p. 8. 
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o clasa gramaticala de cuvinte [...]” 20 [s.n.] sau „Spre deosebire de cuvinte, el (=articolul) 
este lipsit de sens lexical ” 21 [s.n.]; „ [...] si articolul este o clasa cu omogenitate relativa, in 
cadrul ei putandface dis tine tie [...] intre cuvintele-fiectiv, care sunt pafi de vorbire (cel, cea, 
al, a, un, e, lui proclitice etc.), fi flectivele propriu-zise, care, find segmente (parfi) de 
cuvant, nu reprezintd parfi de vorbire (-1, -le, -lui, -a etc.)" 22 [s.n.] 

Odata acceptate articolele definit si nedefinit drept morfeme gramaticale, in opozijie 
cu morfemele lexicale, ,fiind unul dintre cele mai concludente domeniipentru urmarirea „pe 
viu ” a modului in care s-a realizat, in dezvoltarea istorica a limbii, fi in care continua sa se 
produca, sub ochii nofiri, procesul de gramaticalizare" 23 , respectivele devin asimilabile 
desinentci, sufixului modal-temporal etc., ca materializari ale flectivului romanesc, §i trebuie 
tratate ca atare: ,Jnrudirea cu afixele fi desinenfele este susfinuta de semnificafia lui de marca 
a unei anumite categorii." 24 [s.n.] 

Morfemele gramaticale, drept supraclasa, se individualizeaza exclusiv prin sensul 
gramatical pe care il manifests, adica expresia certa a unor categorii gramaticale de relafie 
fi/sau de opozifie 25 oricare ar fi unitajile §i/sau subunitajilc la care se face raportarea si 
oricare ar li valorile morfologice in cadrul carora acestea se actualizeaza. 

Astfel, cuvintele, se injelege, numai cele flexibile, fara nicio restriejie in ceea ce 
prive§te valorile morfologice actualizate/actualizabile, nu se pot constitui numai din flective, 
deoarece sensul gramatical de opozifie f/sau de relaf e materializat, ca „variabila” a 
cuvantului, trebuie ata§at unui radical, in calitate de constanta, prin intermediul careia este 
mentinut sensul lexical exprimat: „Radicalul trebuie sa reprezinte componenta constanta a 
paradigmelor concrete, [...] pe cand flectivul, realizand diferitele valori ale categoriilor 
gramaticale care caracterizeaza §i determina flexiunea respectivei parfi de vorbire, 
reprezintd termenul variabil .” 26 [s.n.] 

Neputand fi lexeme, este cert ca nu se vor putea actualiza nici in calitate de termeni 
ai unei relajii: „Un morfem al unei categorii gramaticale, fie relafonale, fie nerelafonale nu 
poatefi incadrat, in acelafi timp, fi lexem in relafie (= ridicat de aceasta la rangul de termen, 
defunefie sintactica in sfera subordonarii) fi viceversa, funefia sintactica exclude realizarea 
prin morfeme." 21 [s.n.] 

In acest context, incadrarea articolelor definit si nedefinit, din punct de vedere 
sintactic, la clasa dctcrminantilor, injelegand ca „Determinantul este o funefie sintactica 
interna grupului nominal, specified grupului nominal cu centru subs tan tiv" 23 , este 
indoielnica, aspect care ne mentinc in zona rccunoastcrii determinarii drept o categorie 
gramaticala a substantivului. 29 


20 Iordan, Robu 1978, p. 355. 

21 Idem. 

22 Dimitriu 1999, p. 158. 

23 Pana Dindelegan 2003, pp. 27-28. 

24 Iordan, Robu 1978, p. 355. 

25 Pentru opozipa categorii gramaticale de opozifie vs categorii gramaticale de relafie, vezi Dra§oveanu 1997, pp. 78-93. 

26 LRC 1985, p. 106. 

27 Neampi 2014, p. 314. 

28 GBLR 2010, p. 364. 

29 GALR 2005, Vol. I, p. 53, p. 63. 
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1. In ceea ce privcste determinarea substantivului §i, implicit, „articularea” acestuia, 
(articularea unei parti de vorbire nu presupune si determinare la nivelul individualizarii, pe 
cand determinarea presupune, automat, si articulare) 30 trebuie amintite doua coordonate de 
lucru: 

a. Substantivele comune, 31 cu excepjia celor in cazul vocativ, 32 in limba romana, din 
punctul de vedere al numarului de categorii actualizate, 33 cunosc si categoria determinarii, 
exclusiv cu doi membri, 34 completand inventarul pe care respectiva parte de vorbire il are: 
gen, numar §i caz. 35 

b. in ceea ce privcste determinarea definita, respectiva se poate realiza numai in doua 
modal i tap: 

b. 1. in corpul fonetic al substantivului comun, fie prin simpla atasarc - casei, frafilor, 
trenurile, fie prin ata§are si, implicit, amalgamare fonetica - casa, situapc in care „cirticolul 
fuzioneaza cu unitatea morfematica precedents, asumand §i informafia gramaticala a 
desinenfei absorbite ” 36 [s.n.], fiii, 31 fie prin atasarc §i, implicit, adaugarea unor sccvcnjc 
suplimentare: copilul . 38 

b.2. „La di start Ja” faja de substantivul comun, in corpul fonetic al adjectivului 
propriu-zis, 39 „anun|and” ca respectiva parte de vorbire va ft urmata de un substantiv: „atunci 
cand acesta preceda substantivul si nu este precedat, la randul lui, de un determinant adjectiv 
pronominal: bunul parinte, dar acest bun parinte, parintele bun. Substantivul regent al unui 
adjectiv antepus nu poate primi, de regula, afixul definit de determinare , acesta fiind preluat 
formal de adjectiv in condifiile date (bunul om, dar un bun om).” 40 [s.n.] 

2. Mioara Avram atrage atcnpa asupra faptului ca, in marea clasa a adjectivelor 
propriu-zise, exista cateva, considerate si invariabile, ditai, ditamai, cogeamite, co§cogea, 
cogcogeamite, care sunt urmate de substantive articulate hotarat 41 : „Substantivul se 
articuleaza totdeauna [...] dupa unele adjective invariabile (de exemplu, cogeamite omul, 
ditamai baiatul)” 42 [s.n.] 


30 De aici, §i denumirea in consecinta a articolelor enclitice care apar in cadrul altor par^i de vorbire, in cadrul carora, 
determinarea, sub forma de categorie gramaticala, nu se poate manifesta. 

31 ,Pozifia numelorpropriifafa de categoria determinarii este legata de specificul lor denominativ. Prin funcfia lor de 
individualizare, numele proprii sunt implicit determinate, neparticipand la opozifia nedeterminat/determinat, caracteristica 
numelor comune.” [s.n.], cf. GALR 2005, Vol. I, p. 125. 

32 Neampi 2014, p. 279. 

33 Pentra considerarea genului substantivelor romane§ti drept o categorie lexico-semantica, indiferent daca substantivul este 
determinat definit/nedefinit sau nedeterminat, vezi Roman 2016, pp. 27-43. 

34 Pentru dovada existen]ei respectivei categorii cu doi membri, determinare definitci vs determinare nedefinita, cf Neampi 
2014, pp. 270-281. Pentru un alt punct de vedere, vezi GALR 2005, Vol. I, p. 53. 

35 GALR 2005, Vol. I, p. 63. 

36 Ibidem p. 53. 

37 Pentru detalii, vezi Pana Dindelegan 2003, p. 28. 

38 Pentru interpretarea lui -u- drept desinenta catalizata, din punctul de vedere al statutului sau incadrarii morfematice, vezi 
Neampi 2005. in literature de specialitate, exista mai multe interpretari, unele care nu presupun o incadrare morfematica: 
vocala de legatura, vezi Iacob 2002, p. 97, altele care o vizeaza, de exemplu, alomorfal articolului definit, vezi GALR 2005, 
Vol. I, p. 53. 

39 LRC 1985, p. 148, Pana Dindelegan 2003, p. 39, Constantinescu-Dobridor 2004, p. 35. 

40 GALR 2005, Vol. I, p. 153. 

41 Dat fiind faptul ca nu se specified nimic in directia categoriilor substantivelor comune articulate de dupa aceste adjective, 
se injelege ca articularea enclitica apare §i la singular, §i la plural, §i la forme de NAc, §i la forme de GD. 

42 Avram 1997, p. 94. 
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Confirmarea faptului ca substantivele comune postpuse acestor adjective sunt, intr- 
adevar, „articulate definit” apare §i in GALR 2005, dar fara niciun comentariu suplimentar in 
nicio direcjie 43 : „admit asocierea cu un substantiv articulat definit" 44 - co§cogea(mite), ditai, 
ditamai: co$cogeamite gdliganul, ditamai namila, ditai omul 45 [s.n.], lasand sa se injeleaga, 
de fapt, ca, odata articulate definit, sunt §i determinate definit, de vreme ce sunt substantive 
comune. 

3. in fond, se pune problema daca substantivele, in prczcnta adjectivelor propriu-zise 
amintite, sunt sau nu sunt determinate definit sau articolul din finala flectivului substativului 
are ., de fapt, alt statut morfematic, ambiguitate generata de urmatoarele: 

a. Concluziile unor autori se limiteaza numai la negarea funcpei pe care o pot 
indeplini, in mod curent, atunci cand apar ata§te substantivelor comune: „Exemplele actuale 
par sa sugereze chiar o preferinja pentru aceasta construcjie, in care visa articolul hotarat nu 
are nicio funcfie de individualizare." 46 [s.n.], fara argumentarea unei alternative de analiza - 
fiind articol hotarat, ar trebui sa-§i manifeste rolul individualizator, la fel cum se intampla in 
toate celelalte situajii. 

b. Daca, din punct de vedere formal, nu exista nicio diferenja intrc gdliganul, namila, 
omul si cogcogeamite gdliganul, ditamai namila §i ditai omul, substantivele comune 
actualizand, in mod categoric, forme articulate, in ambele contexte, indoiala apare exclusiv 
in planul continutului unitajilor §i/sau subunitajilor de expresie -l, -a, atunci cand 
substantivul este insol.it de un/o, de exemplu, la singular: „observam in folosirile actuale §i 
prezenfa articolului nehotarat, plasat in fata intregii sintagme, deci in acela.p grup nominal 
cu articolul hotarat. [...] Este vorba fie de o sporire a expresivitajii prin anomalia gramaticala 
-fie, mai curand, de o pierdere in contextul dat a valorilor specifice articoului hotarat ,” 47 ?! 
[s.n.] - „a etalat o ditai vanataia pe piciorul drept” (EZ 2277, 1999, 2); „ridicandu-§i la fileu 
o ditai mingea medicinala” (EZ 2331, 2000, 8); „lui Buffy i s-a luat un ditamai interviul” 
(Libertatea 2831, 1999, 14) 48 

3.1. Luand in considerare cele doua aspecte amintite anterior, ne propunem o mult 
mai atenta analiza a acestor contexte: 

a. in primul rand, forma articulata a substantivelor respective nu este o conditic 
impusa: 

a. 1. De topica, din contra, este o excepjie, in opozi|ie cu regula generala a antepunerii 
adjectivelor propriu-zise deja amintita. intr-adevar, exista si cazuri, prea pujinc, in care 
substantivul postpus adjectivului propriu-zis apare determinat definit: 49 - intreg finutul, dar, 
in aceasta situatic, odata cu introducerea lui un/unui, nici articularea, nici determinarea nu se 
mai menjin: un intreg jinut, nu *un intreg finutul. 


43 Din nou, nu exista niciun comentariu cu privire la categoriile substantivelor comune articulate enclitic de dupa aceste 
adjective, ramanand, astfel, ipoteza de lucru ca fenomenul apare indiferent de genul, numarul, cazul substantivului comun. 

44 GALR 2005, Vol. I, p. 153. 

45 Idem. 

46 Zafiu 2001, p. 242. 

47 Idem. 

48 Toate exemplele enumerate sunt preluate din Zafiu 2001, p. 242. Din nou, nici in acest caz, nu se specifica daca aceste 
forme apar numai in contextual unor categorii ale substantivelor comune, deducand ca aspectul articulat enclitic nu tine de 
genul, numarul, cazul substantivelor comune. 

49 In acest caz, articularea enclitica §i determinarea defmita a substantivului apar numai la NAc, vezi Avram 1997, p. 94. 
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In ceea ce private adjectivele pronominale/numeralele cu valoare adjectivala, clase 
de cuvinte care prezinta, totusi, in ciuda comportamentului adjectival, adica de valori 
morfologice care se acorda sintagmatic, 50 ca nota comuna, anumite particularitaji faja de 
adjectivele propriu-zise 51 , situapa se prezinta putjn diferit in antepunerea faja de substantiv: 
pe de o parte, exista anumite adjective pronominale/numerale cardinale colective cu valoare 
adjectivala dupa care urmeaza obligatoriu un substantiv determinat definit: toata strada, 
insu§i copilul, amandoi baiefii, pe de alta parte, exista anumite adjective pronominale dupa 
care urmeaza un substantiv obligatoriu nedetenninat: ce fata, care baiat, niciun tren, acelafi 
copil. 

a.2. De „invariabilitatea” adjectivului 52 antepus, aceasta trasatura morfologica 
atragand atenjia in doua di recti i: 

a.2.1. Adjectivul propriu-zis invariabil romanesc „nu este fixat” intr-o anumita pozijie 
pe langa substantiv, topica Hind libera, la fel ca in cazul adjectivelor propriu-zise „variabile”: 
fie este obligatoriu antepus -as emenea oameni, a§a banchet 53 comp, cu anumita fata, diverfi 
copii; 54 fie este obligatoriu postpus - imbracaminte aparte, papula gigea, roman sadea 55 
comp, cu popor roman, animal domestic, cantec popular, fie apare in ambele contexte - 
placere anume/ anume placere, inchipuire aievea/ aievea inchipuire 56 comp, cu frumoasa 
fata/fata frumoasa', 

a. 2.2. Adjectivul propriu-zis invariabil romanesc antepus poate fi formal articulat 
definit - locavcele om, la fel ca adjectivele „variabile” - rapidul tren', sau nearticulat definit 
-asemenea gest, a§afemeie, la fel ca adjectivele „variabile” - anumita fata, diver§i oameni, 
numero§i copaci etc. 

b. In al doilea rand, forma articulata a substantivelor postpuse, din exemplele noastre, 
poate fi explicate pe urmatoarele coordonate: 

Aceste adjective au cateva trasaturi in comun: sunt invariabile, fac parte din registrul 
stilistic familiar, popular si au sensul unui superlativ, de „foarte mare, enorm” 57 , ditai („adj. 
invar. (Fam.) Care este (foarte) mare; co§cogea, ditamai” 58 ), ditamai („adj. invar. (Fam.) Care 
este (foarte) mare; co§cogea, ditai” 59 ), cogeamite („adj. invar. (Pop.) Foarte mare, foarte inalt; 
co§cogea, coscogcamite” 60 ), co§cogea („adj. invar. (Fam.) (Foarte) mare; coscogeamitc” 61 ), 
co§cogeamite („adj. invar. (Fam.) Co§cogea” 62 ). De asemenea, se afirma, cel putin despre 
formele ditai/ditamai, in cercetari recente, ca „sunt des folosite azi, din nevoia de 
expresivitate §i cu intenfia de exagerare ironica ,” 63 [s.n.] 


50 Pentru acordul sintagmatic, vezi Grai^a 1981, pp. 11-23. 

51 GALR 2005, Vol. I, pp. 189-190. 

52 Pentru un scurt inventar al adjectivelor invariabile romane§ti, vezi Iordan, Robu 1978, p. 400. 

53 GALR 2005, Vol. I, p. 152. 

54 Ibidem p. 148. 

55 Ibidem p. 152. 

56 Idem. 

57 Zafiu 2001, p. 241. 

58 DEX 2012, p. 323. 

59 Idem. 

60 Ibidem p. 203. 

61 Ibidem p. 242. 

62 Idem. 

63 Zafiu 2001, p. 241. 
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Rodica Zafiu este de parere ca aceste structuri „[...] au suferit influenta construcjiilor 
[...] cu tot §i intreg, al caror confinut semantic se apropie de ideea unui superlativ p care se 
folosesc tot in contextul unei aprecieri exagerate in mod retoric .” 64 [s.n.], la fel cum Stefan 
Gaitanaru considera ca adjectivul propriu-zis intreg „are acest comportament datorita 
sinonimiei lui cu tot ,” 65 

c. in al treilea rand, forma articulata nu este una definita, neputand fi expresia 
categoriei gramaticale a determinarii, ca membru al determinarii definite nici in absenja lui 
un/o/unui/unei §i nipe/unor, nici in prezenja acestora. 

c.l. Daca substantivul este „determinat definit” in absenja lui un/o/unui/unei si 
nipe/unor inseamna ca, odata cu aparitia acestora in structuri, determinarea se dubleaza, 
substantivul fiind dublu determinat concomitent: determinat definit prin flectivele specifice 
si determinat nedefinit, prin prezcnta lui un/o/unui/unei §i nipe/unor, o astfel de situajie fiind 
greu de acceptat. 

Or, membrii unei categorii gramaticale 66 , indiferent de tipul acesteia §i indiferent de 
partea de vorbire la care se face raportarea, sunt in raport de disjuncfie logica : O fata trecea 
pe strada prin fata blocului meu. (subiect - substantiv determinat nedefinit) comp, cu Fata 
ta trecea pe strada, prin fata blocului meu, ieri. (subiect - substantiv determinat definit) 

Acceptand acest mecanism de funcjionare a sistemului, nici in aceasta situajie, 
substantivul nu poate fi dublu determinat, iar una dintre „posibilele determinari” trebuie 
eliminate, acesta fiind §i unul dintre argumentele care a stat la baza interpretarii unitajilor al, 
a, ai, ale drept pronume §i anularii statutului lor de articole din structurile in care acestea 
sunt urmate, in mod obligatoriu, de substantive determinate definit: al baiatului/a fetei/ai 
copiilor/ale mamelor. 67 

c.2. incadrarea morfologica a lui un/o, pentru singular, de exemplu, este, in mod cert, 
cea de flective ale determinarii nedefinite, in ciuda omonimiei cu alte parti de vorbire: de 
exemplu, in cazului lui un - cu numeralul cardinal si adjectivul pronominal nehotarat: Un 
copil m-a intrebat ieri daca exista Mo§ Craciun. Nu am pint ce sa-i raspund. comp, cu Am 
fast la magazinul din colful cartierului p am cumparat un packet de (igari p doua cutii de 
lapte. comp, cu Un coleg de clasa m-a intrebat daca piu rezultatele la testul de matematica, 
altul m-a intrebat daca piu rezultatele la testul de chimie in cazul lui o - cu numeralul 
cardinal: O fata din grupul tau deprietene m-a contactat ieri. comp, cu Am cumparat numai 
o carte din cele trei care trebuiau achizitionate. 

c.3. Din punct de vedere formal, un i ta( i 1 c/sub un i ta(i 1 c respective au statut de articole 
si sunt omonime atat articolelor cazuale (si de numar), 68 specifice numai substantivelor 
comune in vocativ §i substantivelor proprii, 69 cat §i articolelor formative, specifice altor valori 
morfologice: „[...] intra ca segment obligatoriu, in alcatuirea (=formarea, constituirea) 


64 Ibidem, p. 242. 

65 Gaitanaru 1998, p. 71. 

66 O categorie gramaticala se actualizeaza, in mod obligatoriu, in flectivul unei par^i de vorbire, ca rezultat al flexiunii, vezi, 
in acest sens, D$L 2005, p. 216. 

67 Zdrenghea 1970, p. 99. 

68 SMLRC 1967, p. 169. Autorii sunt de parere: „Articolul are, deci, in aceste situa^ii, pe langa rolul de mortem al categoriei 
determinarii, fipe acela de indice al cazului (§i numarului) [s.n.] 

69 Neampi 2014, p. 279. Pentru statutul articolelor enclitice din finala substantivelor proprii, vezi §i SMLRC 1967, p. 170. 
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unor cuvinte (din afara clasei substantivelor), fara el neexistand respectivele cuvinte sau 
avand alt statut morfologic?' 10 [s.n.] 

Pot fi delimitate douS situajii, in funcjie de care acestui tip de articol i se da o anumitS 
interpretare morfematicS in componenja flectivului substantivului comun in care intrS: 
c.3.1. Atunci cand substantivul este in sol, it de flectivele determinSrii nedefinite: 
in acest context, din punctul de vedere al conjinutului, considerSm cS o posibilS 
incadrare la articolele cazuale, singurele care „s-ar putea potrivi” substantivelor comune, este 
indoielnicS: Anca vs Ancai sau Fata mea, ce maifaci? vs Fetelor mele, ce mai faced? comp, 
cu un ditamai omul vs unui ditamai omul, o ditamai femeia vs unei ditama femeia, ni§te 
ditamai oamenii vs unor ditamai oamenii, ni§te ditamai femeile vs unor ditamai femeile. 

In aceste situajii, categoriile gramaticale se materializeazS in felul urmStor: pe de o 
parte, categoria cazului e actualizatS exclusiv de articolul determinativ ncdelinit: un vs unui, 
o vs unei, ni§te vs unor, 71 pe de altS parte, categoria numSrului, un ditamai omul vs nipe 
ditamai oamenii', unui ditamai omul vs unor ditamai oamenii, se materializeaza de trei ori, 
in subunitSji flectivale total diferite: in cadrul flectivului-articol determinativ nedefinit, in 
cadrul fleetivului-dcsinenja, 72 in cadrul flectivului-articol, ca ultima components flectivalS a 
substantivului, pe care, din aceste considerente, o putem numi flectiv-articol de numar, deci 
nu §i flectiv-articol cazual. 

in acest fel, segmentarea morfematica a substantivelor comune determinate nedefinit, 
aflate obligatoriu in postpunere fajS de adjectivele amintite, se schimbS radical fajS de 
modelul cu care ne-am obisnuit: dupS prima operate, intr-un exemplu precum un ditamai 
omul, vom departaja: un....-ul, flectiv discontinuu, cu un radical continuu 73 om-. In cadrul 
acestui tip de flectiv, delimitarea funcJionalS poate continua, deoarece se diferentiaza trei 
subunitSji flectivale distincte ca tipologie, deci un flectiv trimorfematic: un - flectiv-articol 
determinativ nedefinit, ca expresiei a categoriilor de numar §i caz; -u - flectiv-desinenfa, ca 
expresie numai a categoriei gramaticale a numarului; -l - flectiv-articol de numar, ca expresie 
numai a categoriei gramaticale a numarului. 

c.3.2. Atunci cand substantivul este nedeterminat: acest ditamai omul vs acestui 
ditamai omul\ acepi ditamai oamenii vs acestor ditamai oamenii ; acest ditamai omul y.v 
acezjti ditamai oamenii, acestui ditamai omul vs acestor ditamai oamenii. 

in aceste situajii, in mod normal, numai categoria numarului se manifests ca opozifie 
marcata 74 atat prin flcctivul-dcsinentS, cat §i prin flectivul-articol din finala substantivului. 
Cu toate acestea, dat fund faptul cS substantivul are flectiv §i stS pe pozijia unui anumit caz, 


70 Neamtu 2014, p. 278. 

71 In prezen^a flectivului-articol determinativ nedefinit, flectivul-desinenfa, in ceea ce prive§te realizarea opozitiilor cazuale, 
se suspenda, din cauza funclionalitalii reduse pe care o are in aceasta direc^ie: comp, un om vs unui om, ni$te oameni vs 
unor oameni cu acest om vs acestui om, acepi oameni vs acestor oameni, vezi, in acest sens, Neampi 2005. 

72 In absen^a flectivului-articol determinativ nedefinit, acest om vs acestui om, acepi oameni vs acestor oameni, suntem de 
parere ca flectivul-desinenla actualizeaza §i numarul, §i cazul, cuvantul degajand flectiv in cadrul caruia se materializeaza 
sincretic cele doua categorii gramaticale: „Categoriile gramaticale ale substantivului se realizeaza predominantflexionar 
prin [...] desinenfe de numar p caz.” [s.n.], vezi GALR 2005, Vol. I, p. 77. 

73 Existen[a unui radical continuu prespune un opozant, radicalul discontinuu, prezent, de exemplu, in cazul formelor 
pronominale demonstrative de diferen[iere, vezi Neam[u 2014, pp. 262-264. 

74 Pentru antinomia opozifie marcata vs opozifie nemarcatd, vezi To§a 1983, p. 161. 
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in funcpe de context, suntem nevoifi sa acceptam ca si categoria cazului se materializeaza 
flectival, chiar daca opozifiile sunt nemarcate, din cauza sincretismului 75 limbii romane. 

Astfel, odata acceptata funcfionalitatea mult mai mare a flectivului-articol 
determinativ definit in prezenja flectivului-desinenfa: „Prin pozifla sa enclitica fl contopire 
cu substantivul, articolul hotarat devine in fapt fl principalul morfem cazual, suplinind 
saracia desinenfelor cazual e, fortificandu-i substantivului flexiunea sintetica .” 76 [s.n.], vom 
accepta §i, in aceste situapi, faptul ca, in cadrul sau, se actualizeaza si cazul, deci vom avea 
un flectiv-articol cazual fl de numar. 

in acest fel, segmentarea morfematica a substantivelor nedeterminate aflate 
obligatoriu in postpunere faja de adjectivele propriu-zise invariabile amintite, dupa prima 
operate, apare astfel: intr-un exemplu ca ditamai omul, -ul, flectiv continuu, cu un radical 
continuu om-. Delimitarea funcponala poate continua, deoarece mai exista doua subunitap 
flectivale distincte ca tipologie, deci un flectiv bimorfematic: -u - flcctiv-desinenta, ca 
expresie a categoriei numarului; -l - flectiv-articol de caz §i de numar, ca expresie a 
categoriilor gramaticale de numar si caz. 

c.4. in limba romana, generalizand, antepunerea adjectivului propriu-zis invariabil 
poate genera: nonarticularea formala a adjectivului antepus si, implict, nedeterminarea 
substantivului postpus: anume fata, asemenea fata; articularea formala a adjectivului antepus 
§i, implicit, determinarea definita a substantivului comun postpus: locvacele om; articularea 
formala a substantivului postpus §i, implicit, nedeterminarea sa: ditamai acul/ ditamai 
oamenii. 

c.5. in cadrul marii clase a substantivelor comune romane§ti, din punctul de vedere al 
tipologiei flectivale, exista patru modal itap diferite de materializare a flectivului, ca expresie 
a categoriilor gramaticale specifice acestei parp de vorbire: flecliv-desinen(a, flectiv-articol 
determinativ (flectiv-articol determinativ definit v.v flectiv-articol determinativ nedefinit), 
flectiv-articol cazual §i de numar, flectiv-articol de numar. 

Concluzii: 

in limba romana, unele adjective propriu-zise invariabile, ditamai, ditai, cogeamite, 
co§cogea, co§cogeamite, aflate obligatoriu in antepunere, pe de o parte, nu accepta articularea 
lor formala, pe de alta parte, impun obligatoriu articularea enclitica substantivelor comune, 
fara o determinare definita a acestora. 

in aceste condipi, segementele flectivale omonime cu cele ale determinarii definite 
sau cu cele ale articolelor formative trebuie considerate tot articole, iar, in funcpe de situapc, 
trebuie denumite ca atare, pnand cont de rolul pe care ll manifesta: in prezcnpi determinarii 
nedefinite, sunt flective-articole de numar; in absenfa determinarii nedefinite, sunt flective- 
articole de caz §i de numar. 
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INVARIABLE AND/OR NON-FLEXIBLE WORDS?! 


Diana-Maria Roman 

PhD, "Babe$-Bolyai" University, Cluj-Napoca 


Abstract:This paper represents a study of the Contemporary Romanian Language and comes up a 
discussion regarding the concepts used so often in grammars: invariable and non-flexible opposite 
to variable and flexible, terms which are described by a form feature. In the most grammar treaties, 
the invariable became totally assimilated by the non-flexible, as the variable became totally 
assimilated by flexible, the terms being used in free variation. However, there are some authors who 
analyses differently the concept of invariability, aspect which highlights the fact that the discussion 
has to be opened again in the most serious way, as in many flexible lexical-grammar classes of the 
Romanian language appear lexemes which are considered invariables, but which are not all also 
non-flexible. 

Keywords: flexible word, invariable word, non-flexible word, marked opposition, partial 
invariability, total invariability 

0. Legitimitatea unei astfel de intrebari, care nu a ridicat nicio problema pana la acest 
moment, se argumenteaza pornind de la dcfinilia data termenului de invariabilitate din D§L, 
vizand departajarea partilor de vorbire 1 pe baza criteriului morfologic: 2 ,Jn limbile cu 
flexiune, clase de cuvinte (sau pdrfi de vorbire) lipsite integral de flexiune; termenul 
desemneaza fi unele cuvinte lipsite de flexiune, dar aparfindnd unor clase care, in ansamblul 
lor, sunt flexibile; infra in corelafie cu variabil/flexibil .” 3 [s.n.] 

1. Raportandu-ne la cele afirmate anterior, prin referire la limba romana, pot fi deduse 
cateva aspecte esenjiale: 

1.1. Termenul invariabil devine asimilabil total lui neflexibil, la fel cum termenul 
variabil devine asimilabil total lui flexibil, cele doua perechi variabil vs invariabil, flexibil 
vs neflexibil fiind folosite, in tratatele contemporane de gramatica: 

a. Fie alternativ: „In baza criteriilor formale, se face mai intai o clasificare 
morfologica, in care se tine seama de schimbarile paradigmatice (cuvinte flexibile, care if 
modified forma in cursul flexiunii, fi neflexibile, cele care nu apar niciodata in paradigme 


1 Sau clase lexico-gramaticale, vezi GBLR 2010, p. 3. 

2 In mod normal, In majoritatea gramaticilor vremii, sunt propuse clasificari ale parplor de vorbire pnandu-se cont de trei 
criterii complementare, ca o constants defmitorie §i specifica limbii romane: semantic/lexical vs morfologic vs sintactic, care 
apar fie in aceasta ordine, fie intr-o ordine aleatorie, in funepe de studiul/autorul la care ne raportam, vezi Toma 1996, p. 147, 
Iordan, Robu 1978, pp. 334-335. Exista, de asemenea, lucrari contemporane in cadrul carora se traseaza clasificari numai in 
funepe de criteriul morfosintactic, vezi SMLRC 1967, pp. 66-68, LRC 1985, pp. 93-94. 

3 D$L 2005, p. 274. 
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flexionare.)" 4 [s.n.]; „CIasiJicarea cea mai obipiuita in gramaticile noastre este bazata pe 
criteriul morfologic, care are in vedere structura morfologica a cuvantului categoriile 
gramaticale care il caracterizeaza. Potrivit acestui criteriu, parfile de vorbire se impart in 
a)flexibUe §i b) neflexibile .” 5 [s.n.]; „Criteriul morfologic are la baza structura morfologica 
a cuvintelor, opozifile paradigmatice §i categoriile gramaticale. Din acest punct de vedere, 
cea mai largd clasare este in cele doua grupe mari: cuvinte flexibile f neflexibile. ” 6 [s.n.]; 
„Criteriul morfologic are in vedere particularitaf paradigmatice, adica flexiunea in raport 
cu diverse categorii gramaticale; sub acest distingem: a) cuvinte neflexibile; b) cuvinte 
neflexibile [..-]” 1 [s.n.]; „Flexiunea, manifestare a categoriilor gramaticale asociate 
diferitelor unitafi lexicale (care reprezintd una dintre modalitafle de realizare a integrarii 
in enunf), permite o prima grupare morfologica a cuvintelor in parfi de vorbire flexibile §i 
neflexibile [...]”* [s.n.], „Din punct de vedere morfematic, clasele lexico-gramaticale se 
diferenfiaza in funcfe de trei factori: [...] In funcfie deprimulfactor, sunt identificate doua 
categorii de cuvinte: 1. Invariabile [...]; 2. Variabile [...] ,” y [s.n.]; „Pe baza unor trasaturi 
flexionare comune, se disting clasele variabile (cu flexiune) §i clasele invariabile (fara 
flexiune) [...]. ” 10 [s.n.]; 

b. Fie simultan: „Din punct de vedere formal sau dupa modificarile paradigmatice, 
parfile de vorbire se impart in doua categorii: clase gramaticale flexibile sau invariabile: 
care prezinta in structura lor radical f flectiv; clase gramaticale neflexibile sau invariabile 
- care nu prezinta o astfel de structura: adverbul, prepozifia, conjuncfia, interjec(ia. ,,] 1 [s.n.]. 

1.2. Cele doua opozijii, variabil vs invariabil flexibil vs neflexibil, se caracterizeaza 
exclusiv printr-o trasatura de forma, dupa cum urmeaza: 

a. in cazul cuvintelor variabile sau flexibile, intotdeauna, 12 cu statut de cuvinte 13 - 
lexeme, 14 prezenja flexiunii este obligatorie, Hind trasatura fundamentals sau „conditia sine 
qua non” a ceea numim , forma flexionara ”, termen, adeseori, folosit in studiile de 
specialitate: „Flectivul, care impreuna cu radicalul constituie forma flexionara [,..].” 15 [s.n.] 

in concluzie, orice forma de acest tip se individualizeaza prin posibilitatea delimitarii 
radicalului, 16 ca expresie a unui sens lexical (purtatorul unui sens lexical), de flectiv 17 „[...] 
component din structura unui cuvant flexibil care, adaugat radicalului invariabil, variaza in 
cursul flexiunii, marcand categoriile gramaticale specifice clasei morfologice careia ii 


4 SMLRC 1967, p. 66. 

5 Zdrenghea 1970, p. 34. 

6 Iordan, Robu 1978, p. 334. 

7 Sinteze de limba romana 1984, p. 199. 

8 GALR 2005, Vol. I, p. 39. 

9 Irimia 1997, p. 25. 

10 GBLR 2010, p. 6. 

11 Iacob 2002, p. 19. 

12 Cuvintele flexibile sau variabile nu pot fi, in limba romana, decat cuvintele care au, in mod obligatoriu, statut de lexeme, 
oricare ar fi acestea. 

13 Consideram ca, la modul general, nu este relevanta delimitarea cuvintelor din punct de veder z formativ-structural, 
flexiunea depa§ind acest criteriu. De asemenea, nu numai cuvintele pot fi lexeme, ci §i grupurile de cuvinte, adica locutiunile. 

14 Evident, nu pot intra, in aceasta categorie, locufiuniile specifice valorilor morfologice flexibile lipsite de flexiune. 

15 LRC 1985, p. 105. 

16 Pentru conceptul de radical, vezi LRC 1985, p. 103. 

17 In ceea ce prive§te cuvantul flexibil, este relevanta actualizarea flectivului, forma flexionara fara radical neputdnd exista, 
la fel cum forma flexionara fara flectiv nu poate exista. 
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aparfine cuvantul.” n [s.n.], adica drept purtatoarele unui sens gramatical, componente 
definitorii rezultate, in mod normal, din prima 19 analiza posibila §i, ca atare, generala la care 
un astfel de cuvant este supus. 20 

Aceasta realitate obiectiva motiveaza de ce „cuvantul flexibil exista funcfoneazd 
in limba ca mulfime de forme” 21 [s.n.], constituindu-se in argumentul pentru care flexiunea 
devine echivalenta total cu paradigma 22 cei doi termeni putand fi folosiji in variajic libera: 
„MuIfimea de forme sub care un cuvant aparfinand unei parfi de vorbire flexibile se 
realizeaza in comunicare reprezinta flexiunea sauparadigma lui ,” 23 [s.n.] 

b. in cazul cuvintelor invariabile sau neflexibile, spre deosebire de celelalte, ca nota 
difcrentiativa, se impune, ca o prima departajare, dihotomia actualizata din punct de vedere 
semantic 24 cuvintele-lexeme (cuvinte care au un sens lexical 25 ) vs cuvintele-relateme 26 
(cuvintele care nu au sens lexical, ci unul strict gramatical). 27 

b.l. Cuvintele-lexeme reprezinta „ipostaza statica de dicponar” 28 care, in cadrul 
rclatici, indiferent de tipul acesteia 29 §i indiferent de nivelul la care este plasata 30 , de{in 
disponibilitatea de a deveni termeni, ca numar, doi si numai doi, 31 generand sintagme 
binare. 32 

b.2. Spre deosebire de acestea, cuvintele-relateme, niciodata ocupante ale unor pozipi 
sintactice, 33 (niciodata, un cuvant-relatem nu poate fi cuvant-lexem, la fel cum un cuvant- 
lexem nu poate fi, niciodata, un cuvant-relatem in afara fenomenului conversiunii sau al 
schimbarii valorii gramaticale 34 ), reprezinta ipostaza acelor cuvinte prin intermediul carora 
lexemele se pot transforma in potentiali termeni ai unei relatii, ca expresie a acestora, Hind 
purtatoarele unor sensuri gramaticale: „Constituie componenta esenfala a sintagmei, pentru 


18 D§L 2005, p. 216. 

19 Nu este relevanta, aici, o a doua delimitare a cuvantului, nici in ceea ce prive§te radicalul, prin departajarea afixelor 
derivative de tip sufix §i prefix de radacina, nici in ceea ce prive§te flectivul, prin departajarea subunitajilor flectivale atunci 
cand este actualizat un flectiv bimorfematic. 

20 LRC 1985, p. 103. 

21 Ibidem, p. 94. 

22 Tocmai din aceste motive, e recomandat sa se evite sintagma „paradigma flexionara”: „Descrierea unei paradigme 
flexionare are ca punct de plecare diviziunea fundamentals in radical §i flectiv.” [s.n.] vezi, in acest sens, LRC 1985, p. 104. 

23 Ibidem p. 95. 

24 Sinteze de limba romana 1984, p. 198. 

25 In aceste situapi, se afla acele parji de vorbire care pot fi substitute: pronumele, numeralele cu valoare pronominala. 

26 Acestea mai sunt cunoscute, in literatura de specialitate, drept collective, vezi Dra§oveanu 1997, pp. 226-243. 

27 Pentru astfel de nuanjari, sens lexical vs sens gramatical, sens lexical exprimat direct vs sens lexical exprimat prin 
intermediere, vezi Neampi 2014, p. 284. 

28 Neamfu 2005. 

29 In perimetrul gramaticii neotradifionale relafionale, relapile nu sunt decat de doua tipuri, coordonative vs subordonative, 
vezi Dra§oveanu 1997, p. 40, spre deosebire de alte centre in cadrul carora sunt recunoscute §i altele, vezi, in acest sens, 
GBLR2010, p. 347. 

30 Pentru delimitarea celor doua niveluri, nivel intrapropozifional vs nivel inteipropozifional, vezi Dra§oveanu 1997, pp. 52- 
58. 

31 Nu este relevant, aici, daca acela§i termen al unei relajii este parte componenta, adica un alt termen in cadrul altei relajii 
diferite de prima. 

32 Pentru realitatea unor sintagme binare in gramatica limbii romane, vezi Dra§oveanu 1997, pp. 35-39. 

33 Pentru pozifie sintactica, vezi Gufu Romalo 1973, p. 41. 

34 Pentru acest fenomen, vezi D§L 2005, p. 143. 
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ca de la ea emana calitatea de Ta lexemelor ,” 35 [s.n.] Tocmai de aceea, cuvintele-relateme 
numai insofesc 36 reclamand 37 cuvinte-lexeme. 38 

1.2.1. in ceea ce prive§te lexemele, se impun cateva coordonate: 
a. Generalizand, la nivel de clasa, fara cxccptii, ca nota comuna, lexemele de tip 
adverbe, interjecjii, singurele valori morfologice neflexibile cu acest statut, se caracterizeaza 
prin imposibilitatea delimitarii radicalului de flectiv, deoarece cuvantul nu poate actualiza 
categorii gramaticale, 39 manifestandu-si, astfel, „indifcrcnta morfologica” faja de acestea, 
deci sunt cuvinteJavaparadigma: 40 „Dinpotriva, cuvantul care aparfine uneiparti de vorbire 
neflexibile este lipsit de paradigma, se manifesto, deci in sistemul limbii intr-o realizare 
unica, deci ca imitate (sau mulfime egala cu I).” 41 [s.n.] 

Prezenja sau abscnta lor, a categoriilor gramaticale, la o anumita parte de vorbire nu 
conditioneaza statutul acesteia de lexem, adica „nu-l face nici mai mult, nici mai pul,in 
lexem”, mai ales in conditiilc in care, diacronic, anumite sisteme au pierdut flexiunea unor 
valori morfologice la care, candva, se manifestau. 42 

Singura rcstrictic pe care acest „minus morfologic” o impune cuvintelor-lexeme 
invariabile sau neflexibile este, in mod evident, de natura sintactica, numai in subordonare §i 
la nivel intrapropoziponal: respectivele valori morfologice exclud subordonarea prin 
flectivele de relafie, 43 oricare ar fi acestea, in calitate de Ts, in interiorul unei sintagme. 

in cazul adverbelor, de exemplu, clasa de cuvinte care, cu pujinc cxccptii, se 
individualizeaza drept determinant , 44 nu este o noutate faptul ca singurele lor modal itap de 
relationarc sunt prcpozitia §i aderenja, 45 cele doua fiind in raport de disjunctic logica (Va sosi 
maine p nu pin unde sa-l apept. comp, cu Ziarul de maine, Libertatea romanilor, se va livra 
gratuit in toata fara.). 

Spre deosebire de adverbe si intcrjccpi, un substantival, 46 tocmai pentru ca 
actualizeaza categoria gramaticala a cazului, detinand, astfel, un „plus morfologic”, 
manifesto disponibilitatea subordonarii §i prin intermediul acestuia, atunci cand respectiva 
parte de vorbire apare in absenja prcpozipci intr-o pozipc sintactica structurala. 47 ( Biletul 
colegei mele nu a fast gasit in sala in care spusese ca l-arfi pierdut. comp, cu Biletul de la 
colega mea nu l-am primit deceit saptamana trecuta.) 


35 Dra§oveanu 1997, p. 36. 

36 Ibidem pp. 226-243. 

37 In aceasta lucrare, nu este relevant tipul cuvantului reclamat §i nici tipul regimului impus cuvantului reclamat. 

38 Pentru detalii in aceasta directie, clase de cuvinte reclamate, categorii gramaticale impuse, tipologia conectivelor, vezi 
Dra§oveanu 1997, pp. 226-243. 

39 Nu intram in discupa polemica din jural categoriei intensitatii adverbelor din limba romana. 

40 LRC 1985, p. 95. 

41 Idem. 

42 In acest sens, un bun exemplu este limba engleza in ceea ce prive§te, de exempu, adjectivul, parte de vobire care, in 
engleza veche, se caracteriza prin flexiune in raport cu genul, numarul §i cazul, dar care, astazi, §i-a pierdut flexiunea cu 
privire la cele trei categorii amintite. 

43 Pentru conceptul d e flectiv de relafie, vezi Dra§oveanu 1997, p. 29. 

44 In calitate de parte de vorbire cu funepe sintactica sau cu statut de Ts pe langa o alta parte de vorbire cu statut de Tr. 

45 Adrian Chircu 2007, p. 30. Vezi, in aceea§i direepe, §i Neampi 2014, p. 396. 

46 Prin substantival, frpelegem substantive, orice cuvant substantivizat, precum ?i pronumele in calitate de substitut, ?i 
numeralul cu valoare pronominala, vezi Dra^oveanu 1997, p. 21, subnota 2. 

47 Pentru opozipa pozifie structurala vs pozifie nestructurala, vezi Neampi 2005. 
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b. Particularizand, in cadrul anumitor clase acceptate drept flexibile sau variabile, 
exista lexeme despre care se afirma ca sunt invariabile. Acceptand variapa libera a 
termenilor, a§a cum apare ea in gramatici, deducem ca aceste cuvinte sunt si.... neflexibile, 
deci fara posibilitatea de materialializare sau de actualizare a categoriilor gramaticale. 

2. Cu toate acestea, in ciuda asimilarii totale a lui invariabil lui neflexibil §i a lui 
variabil lui flexibil, in unele tratate de gramatica, termenul de invariabilitate se prezinta 
diferit: „E de la sine infeles ca nu toate felurile de pronume au forme variabile in funcfie de 
toate aceste categorii morfologice (autorii se refera la gen, numar, caz, persoana). De 
exemplu, unele pronume sunt complet invariabile (ce, ceva, nimic), altele sunt indiferente 
fata de categoria numarului (cine, nimeni), altele sunt invariabile din punctul de vedere al 
genului, ca de exemplu, pronumele personate de persoana I, II, pronume reflexive, multe 
dintrepronumele nehotarate. ” 48 [s.n.] 

Din afirmapa de mai sus, pot fi deduse urmatoarele: pe de o parte, unele lexeme sunt 
complet invariabile in raport cu toate categoriile pe care clasa din care fac parte, la modul 
general, le actualizeaza, pe de alta parte, unele lexeme sunt invariabile in raport numai cu o 
categorie sau doua categorii din totalul de categorii pe care clasa din care fac parte, la 
modul general, le actualizeaza. 

Odata acceptat faptul ca invariabil este implicit §i neflexibil, ridicam problema daca, 
in ambele situapi, de fapt, cele doua concepte sunt, cu adevarat, asimilabile total, putand fi 
folosite in variapc libera, mai exact, daca valorile morfologice considerate invariabile sunt, 
totu§i, §i... neflexibile. 

in acest sens, consideram ca parple de vorbire flexibile §i neflexibile cu statut de 
lexeme trebuie delimitate in felul urmator: 

(1) in cadrul cuvintelor flexibile, la nivel de clasa, oricare ar 11 partea de vorbire 
reprezentata, apar trei situapi majore: 

a. Un cuvant poate prezenta variabilitate din punctul de vedere al tuturor categoriilor 
gramaticale pe care le actualizeaza. Acest principiu presupune ca toate categoriile 
gramaticale specifice respectivei valori morfologice apar ca opozipi marcate 49 cel pupn o 
data in paradigma cuvantului respectiv, deci un continut diferit care actualizeaza, cel pupn o 
data, o forma diferita: de exemplu, acesta vs acestuia vs acesteia; ace§tia vs acestora. 

b. Un cuvant poate prezenta variabilitate numai din punctul de vedere al unei sau al 
doua categorii gramaticale dintr-un total mai mare de doi: numai o categorie sau numai doua 
dintr-un numar mai mare de doi se actualizeaza in afara oricarei opozipi, nici marcate, nici 
nemarcate, (deci nici macar o data nu se realizeaza nicio opozipe) opozantul lipsind: de 
exemplu, pronumele interogative-relative sau negative 50 - cine vs cui, nimeni vs nimanui, 
in ceea ce privcstc numarul si genul (cunosc numai singularul, iar, in raport cu genul, numai 
masculinul, implicit, §i neutrul 51 ). 52 


48 Barbuda, Cicala, Constantinovici, Cotelnic, Dirul 2001, p. 121. 

49 Pentru antinomia opozifie marcata vs opozifie nemarcata, vezi To§a 1983, p. 161. 

50 Aceste pronume nu cunosc §i varianta de adjective proominale, aidica ele apar, in sistem, exclusiv ca pronume, vezi GBLR 

2010, pp. 268-286 

51 Pentru acceptarea neutrului ca al treilea membru al categoriei genului in clasa pronumelor, vezi Neamju 2014, pp. 445-447. 

52 GALR 2005, pp. 268-286. 
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c. Un cuvant nu poate prezenta variabilitate din punctul de vedere al niciunei categorii 
gramaticale specifice clasei din care respectivul lexem face parte, in acest perimetru, se 
delimiteaza alte doua situajii: 

c.l. Acest principiu presupune ca niciuna dintre categoriile gramaticale nu se 
actualizeaza sub forma opozijiilor marcate, ci se afla in situajii in care opozijiile sunt 
nemarcate, deci un continut diferit care actualizeaza aceea§i forma indiferent de context: de 
exemplu, anumite adjective propriu-zise 53 - om cumsecade vs omului cumsecade, oameni 
cumsecade vs oamenilor cumsecade; fata cumsecade vsfetei cumsecade, fete cumsecade 
vsfetelor cumsecade. 

c.l. Acest principiu presupune ca niciuna dintre categoriile gramaticale nu se 
actualizeaza sub forma niciunei opozijii, nici marcate, nici nemarcate, opozantul lipsind: de 
exemplu, anumite adjective pronominale nehotarate, nfte, 54 sau anumite pronume 
interogative-relative, de exemplu, ce. 55 

(2) in cadrul cuvintelor neflexibile, cu statut de lexeme, deci adverbele §i interjecjiile, 
la nivel de clasa, apare exclusiv numai o situatic: 

a. Cuvantul neflexibil, indiferent de pozijia pe care o ocupa in lan| (indiferent de 
statutul de Tr sau de Ts), in cadrul unei sintagme subordonative intrapropozijionale, tocmai 
prin faptul ca manifests „toleran|a” la categoriile gramaticale, actualizeaza o unica forma, 
fara niciun fel de posibilitate de „varia(ic” in planul continutului. 

3. Analizand aceste noi coordonate in perimetrul nostru de lucru, sustincm ca cele 
doua concepte nu pot fi asimilabile total din urmatoarele motive: 

a. Termenul invariabil, pentru valorile morfologice incadrate si incadrabile la parji de 
vorbire flexibile trebuie obligatoriu departajat, propunand opozijia invariabilitate par(iaid vs 
invariabilitate totala. Respectiva antinomie, in cazul valorilor morfologice neflexibile, nu §i- 
ar gasi locul, dat fiind faptul ca toate sunt exclusiv invariabile total. In aceste conditii, ne 
ramane de acceptat faptul ca numai un cuvant invariabil total este implicit f neflexibil, la fel 
cum un cuvant neflexibil este implicit §i invariabil total. 

a. 1. Invariabilitatea, indiferent de tipologie, presupune o nota comuna: actualizarea 
unei forme identice. Nuantarile suplimentare, dar necesare propuse termenului de 
invariabilitate, partial vs total, deci invariabilitate parfiala vs invariabilitate totala, sunt 
condijionate de valorile morfologice §i, implicit, de categoriile pe care acestea le pot 
manifesta §i la care ne raportam: 

a. 1.1. Un cuvant cu invariabilitate parfiala pastreaza acccasi forma in raport cu una 
sau cu doua categorii, niciodata, cu toate cele pe care cuvantul in cauza le poate actualiza, de 
aceea numarul categoriilor fa(a de care se manifesta invariabilitatea parti ala este mai mic 
decat numarul total de categorii pe care cuvantul le dctine. 

Apar numai doua contexte: 


53 Ibidem pp. 151-153. 

54 Pentru dovada faptului ca adjectivul ponominal nehotarat nipe cunoa§te exclusiv o forma de NAc, numai singularul, numai 
masculinul §i neutrul, vezi Neam^u 2007, p. 70. 

55 Pronumele interogativ-relativ ce actualizeaza numai singularul, numai NAc, numai masculinul §i neutrul, vezi, in acest 
sens, Gruita 2007, pp. 72-73. 
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(1) Invariabilitatea partialS se manifests in situalia in care numai o categorie/douS 
categorii dintr-un numSr mai mare de doi se actualizeazS sub forma opozijiilor nemarcate, 
continutul putand varia in funcjie de context. 

(2) Invariabilitatea partialS se manifests in situalia in care numai o categorie/douS 
categorii dintr-un numSr mai mare de doi se actualizeazS in afara oricSrui tip de opozipc, nici 
marcatS, nici nemarcatS, context in care opozantul lipse§te, continutul nemaiputand varia in 
functie de context. 

Situalia „morfologicS” a unui cuvant care prezintS invariabilitate partialS trebuie sS 
fie certS: cuvantul are flectiv, cuvantul actualizeazS toate categoriile gramaticale specifice 
clasei din care face parte. OdatS cu acceptarea fapului cS limba romanS este una sincreticS, 56 
trebuie confirmat §i faptul cS, in acea unitate flectivalS sau subunitate flectivalS, se vor 
actualiza nu numai categoriile care se manifests sub forma unor opozijii marcate, ci si acelea 
ale cSror opozijii rSman nemarcate. 

a. 1.2. Un cuvant cu invariabilitate totala pSstreazS aceea§i formS in raport cu toate 
categoriile pe care acea parte de vorbire le poate actualiza, de aceea numSrul categoriilor fajS 
de care se manifests invariabilitatea totals este acela§i cu numSrul total de categorii pe care 
cuvantul le deline. 

Apar numai douS contexte: 

(1) Invariabilitatea totals se manifests in situalia in care toate categoriile specifice 
respectivei pSfii de vorbire se actualizeazS sub forma opoziliilor nemarcate, conlinutul 
variind in funclie de context. 

(2) Invariabilitatea totals se manifests in situalia in care toate categoriile specifice 
respectivei pSfii de vorbire se actualizeazS in afara oricSrui tip de opozilie, nici marcatS, nici 
nemarcatS, context in care opozantul Upscale, conlinutul nemaiputand varia. 

b. Numai invariabilitatea totals a anumitor lexeme din cadrul claselor lexico- 
gramaticale flexibile poate duce la neflexibilitate, deci absenla flexiunii, de aici, absenla 
flectivului, spre deosebire de invariabilitatea partialS care, chiar dacS impune aceea§i formS 
pentru manifestarea membrilor unei anumite categorii gramaticale, actualizeazS flectiv. 

in aceastS direclie, s-au exprimat anumili autori care pun sub semnul intrebSrii 
„fimclionalitatea” sau relevant unui posibil flectiv in cazul anumitor adjective calificative, 
de exemplu, considerate invariabile §i care se aflS in condiliile unor opozilii nemarcate: 
„Desinen{a poate indica - in mod relativ - categoriile gramaticale de gen, numar §i caz la 
adjectivele curent variabile, care, adica au cel pipiti doua forme flexionare pentru aceste 
categorii gramaticale. Este evident ca la adjectivele numit curent invariabile pentru ca au o 
singura desinen{a la ambele genuri f numere §i la toate cazurile, desinenfa nu poate indica 
nici macar relativ categoriile de gen, numar, caz." 51 [s.n.] sau „care nu-f modified structura 
morfematica dupa genul, numarul §i cazul termenului regent ,” 58 [s.n.] 

c. Clasificarea cuvintelor, in limba romanS, linand cont de criteriul morfologic, poate 
pSstra opozifa cuvinteflexibile vs cuvinte neflexibile, nota diferenliativS impunandu-se de la 
sine - cuvinte cu flectiv vs cuvinte fSrS flectiv. Mai mult decat atat, departajarea poate 


56 Pentru acceptiunile conceptului de sincretism, in lucrarea de faja, utilizand sensul de actualizarea a mai mult de o categorie 
gramaticala in cadrul unei unita^i sau subunita^i flectivale, vezi D$L 2005, p.479. 

57 Dimitriu 1999, p. 100. 

58 Iacob 2002, p. 112. 
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continua: cuvinteflexibile cu variabilitate totala vs cuvinteflexibile cu variabilitate parftala, 
in cazul ultimelor, putand afinna si ca sunt cuvinte cu invariabilitate partial a; intotdeauna, 
cuvinte neflexibile cu invariabilitate totala. 

d. Luand toate aceste coordonate in considerare, in cadrul sistemului romanesc, in 
ceea ce privcstc cuvintele cu statut de lexeme, din punct de vedere morfologic, pot fi propuse 
urmatoarele dihotomii: cuplurile variabilitate parfala vs invariabilitate par baler, 
variabilitate totala vs invariabilitate totala. 

Concluzii: 

In limba romana, conceptele invariabil fi neflexibil nu pot fi asimilabile total, deci nu 
pot fi folosite in variapc libera. De fapt, numai invariabilitatea totala a unui cuvant cu statut 
de lexem genereaza si neflexibilitatea respectivului cuvant, departajarea radical vs flectiv 
fund anulata. in aceasta situajie, nu sunt numai adverbele fi intcrjccpilc, cuvinte in mod cert 
neflexibile, deci invariabile total, ci si alte lexeme care fac parte din clase lexico-gramaticale 
flexibile. 
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THE DANCE UTOPIA- THE FATE OF THE RYTHM 


Florentina Gabriela Stroe (Didin) 
Phd Student, University ofPitepti 


Abstract: Liviu Rebreanu, through his artistic genius, will translate life through a fierce and 
indissoluble battle between the crushing forces. Starting from the vast array of the novel,, Ion ”, 
highlighting the dramatized balance of the destinies which are unable to evade from the tragic 
existance, advancing to the hallucinatory tragedy of conscience in ,,Pddurea Spanzuraflor”, 
traveling in the imaginary world of the novel Adam and Eve to the memorable novel Ciulendra, Liviu 
Rebreanu is always interested in deciphering the fate of individuals. 

Key words: dance, utopia, delirium, fate, conscience 


Liviu Rebreanu, prin geniul sau artistic, va traduce viaja pintr-o lupta apriga §i 
indisolubila a macinarilor de forje. Pornind de la vastul tablou din Ion, cvidcntiind echilibrul 
dramatizat al destinelor aflate in imposibilitatea de a se sustrage din tragic, avansand la 
halucinanta tragedie de conytiin\d din Padurea Spanzuraflor 1 , calatorind in lumea imaginara 
a romanului Adam yi Eva §i pana la memorabilul roman Ciulendra , Liviu Rebreanu este 
permanent interesat de descifrarea destinului indivizilor. 

Romanul Ciulendra apare in anul 1927, an in care Liviu Rebreanu este reales prcscdinte 
al Societajii Scriitorilor. Epoca ce a urmat, a fost infloritoare, romanul romanesc cunoscand in 
aceasta perioada o deosebita complexitate din punct de vedere a crcatici artistice. Acum se 
inalja impunator romanul rebrenian. Dupa cum remarca Massis trecerea de la personcd la 
obiectiv, de la individual la uman, de la autobiografia realului la autobiografia posibilului 2 
sunt calitajile unui adevarat romancier, atribute desavar§ite in sfera crcapei lui Liviu Rebreanu. 

In romanele lui sale, se joaca drama multiplicata a existenfi, interceptata de un spirit 
centralizator, 3 dar cu ajutorul unor procedee distincte de la un roman la altul. Daca in Padurea 
Spanzuraflor, pe fondul accluiasi realism din Ion se va imbraca procedeul analismului unei 
psihoze ce va duce la disolujie, utilizand si procedee dostoievskiene. In Adam yi Eva, Liviu 
Rebreanu va reface perechea primordiala prin ascensiunea psihica in domeniul fantasticului; in 
Ciuleandra scriitorul va patrunde in psihoza organica a unui suflet aflat in regres. 

Dupa rostogolirea halucinanta intreprinsa in constiinja lui Apostol Bologa din Padurea 
Spanzuratilor si calatoria atemporala in universul mental al lui Toma Novae din Adam yi Eva 
salasluim acum in obsesia sufleteasca a lui Puiu Faranga din Ciuleandra. 

Romanul Ciuleandra poate fi lesne considerat inovator din punct de vedere a intruziunii 
in umbra ascunsa a psihicului uman. Acest mic roman rebrenian trebuie citit, as a cum propunea 
Mircea Zaciu, drept analiza unui eu infantil, deci imatur 4 , anulandu-se ideea unei iubiri 
transformate in ura. 


1 Pompiliu Constantinescu, Romanul romanesc interbelic, Ed. Minerva, Bucure§ti, p.44 

2 Massis, apud Paul Dugneanu, Liviu Rebreanu, Ed. Eminescu, (Bibl. critica), Bucure§ti, 1987, p.131 

3 Paul Dugneanu, op. cit, p. 135 

4 Liviu Malija, Mircea Zaciu, Marian Papahagi, Aurel Sasu (coord.), D icfionarul esenfial al scriitorilor romani, Ed. Albatros, 
Bucure§ti, 2000, p. 715 
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Astfel, micul roman al lui Puiu Faranga devine o crcajic ce exceleaza in analiza 
psihologica, a unor porniri criminale determinate ereditar. Acesta este un roman ce nu se 
difcrcnfiaza, din punct de vedere a cscntci sale, de celelalte romane de factura psihologica ale 
lui Liviu Rebreanu, dar se constata innoirea preocuparii autorului din punct de vedere a 
tematicii alese, manifcstandu-si seriozitatea pentru psihologismul cazului ales. Ciuleandra va 
intalni diverse opinii §i critici literare in momentul publicarii ei. 

Eugen Lovinescu, de pilda, afirma: Micul roman (...) are aerul unui experimentali 
psihologice, artificial injghebata, de.f elegant tratata, in care puternicul simf realist al 
scriitorului nu biruie decat in Andrei Leahu, gardianul bolnavului §i in mama Madalinei ce 
vrea sa exploateze moartea fiicei sale 5 , manifestandu-§i opinia fata de apropierea lui Liviu 
Rebreanu de zona psihologiei umane. 

Perpessicius afirma la randul sau, faptul ca romanul disputa un caz de obsesie 
sufleteasca. 6 Tot el afirma si faptul ca arta romancierului este imbogatita cu o rara virtuozitate 
a dozarii misterului 1 atribut al marilor opere literare in care via (a se desfd§oard, intre umbra §i 
lumina. 8 Centrala pentru Perpessicius este enigma, reprezentata de uciderea Madalinei. Aceasta 
necunoscuta a romanului se transforma printr-o modalitate de coborare in neant §i amplilicare 
a misterului. 

Al. Piru afirma: E de remarcat, insa, ca Liviu Rebreanu a fast totdeauna preocupat de 
natura obsesionala a procesului de gandire - aceasta caracterizandu-se prin faptul ca - nu e 
continua §i lineara, ci procedeazd prin aglomerari §i salturi. 9 

Ciuleandra, in ciuda criticilor mai mult sau mai pul,in virulente, a trecut foarte repede 
hotarele farii, Hind tradusa in franceza, italiana, portugheza; si chiar ecranizata inca din timpul 
viefii lui Liviu Rebreanu. Romanul este comparabil cu opera lui Zola La bete humaine 
repetandu-se oarecum cazul lui Lantier din punct de vedere al faptului ca Puiu Faranga s-a 
nascut cu instincte criminale. De asemenea, tema improspatarii sangelui obosit al familiei 
aristocratice poate fi intalnita §i in romanului lui Mihail Sadoveanu, Venea o Moara pe Siret, 
aparut in anul 1925, deci cu doi ani inainte de aparifia romanului Ciuleandra. 

Liviu Rebreanu i§i demonstreaza capacitafile de prozator modern cu ajutorul romanului 
Ciuleandra, interesat fund de zone profunde ale gandirii. Romanul cvidcnpaza un analist tenace, 
al proceselor minufioase dezvoltate de psihicul uman, dar in acela§i timp este si un observator 
sever al pasiunilor §i obsesiilor abisale ce se manifests atat in adancul cat §i in interiorul 
con^tiintci. Autorul nostru este capabil sa salasluiasca la limita periculoasa a declan§arii 
nebuniei, la granita destinului cu moartea. 

Instinctele, atat de indragite de Rebreanu, se dezvolta libere in paginile romanului: (...) 
ini-e mai draga Ciuleandra, fiindca in ea sunt instincte (...). In orice caz, pentru mine crea(ia 
este mult ai dureroasa decat agreabila. Ciuleandra asta, pentru mine, e o opera in care se 
exprima §i se clarified o taina sufleteasca mare, e cazul des repetat al iubirii. (.fTratat simplu, 
direct, fdra complicafii, poate sa nu mulptmeascd pe amatorii de acfiiuni intortocheate fii 
haletante; dar eu a§a am simfit-o (...). Dar acuma toate in zadar! Ciuleandra s-a nascut §i e 
cum e. Mi-e draga pentru ca durerile naperii ei au fost grele. 10 Impulsul nascut din instinct 
devine declansatorul forfelor ascunse in subconsticnt, automatizate de fraza repetitiv -obsesiva 
Tacil... Taci!... Taci !... 11 


5 Eugen Lovinescu, Evolufiaprozei epice, Ed. Ancora, Bucure§ti, 1928, p.373. 

6 Perpessicius, „Ciuleandra”, in Menfiuni Critice, II, Fundapa pentru literature §i arta, Bucure§ti, 1934, p. 71 

7 op. cit., p. 73 

8 op. cit., p. 75 

9 Al. Piru, Liviu Rebreanu, Ed. Tineretului, 1965, p.67-68 

10 Liviu Rebreanu, in postfala romanului Ciuleandra, Ed. Eminescu, Bucure§ti, 1985 

11 Liviu Rebreanu, Ciuleandra, Ed. Eminescu, Bucure§ti, p. 171. 
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Romanul se deschide apoteotic, prin imaginea unei crime morbide, comisa de Puiu 
Faranga, singurul vlastar aristocratic al lui Policarp Faranga. Acest act macabru, nepremeditat, 
moartea sopei perfecte, Madalina, reactualizeaza vechea obsesie a lui Liviu Rebreanu pentru 
moartea violenta, prin sugrumare. De fapt, moartea personajelor lui Liviu Rebreanu, 
reactualizeza obsesia morpi. Puiu Faranga Tsi sugruma sotia intr-un spapu plin de imagini 
obsedante, ce par sa completeze actul uciga§. Refuzul Madalinei de a lupta pentru vial,a, corpul 
lasciv intins pe sofa, degetele §i le inf ipse In gatul ei plin §i alb parca-arfi vrut sa inabipe un 
raspuns de care se temea. 12 

Acesta legatura subtila intre moarte §i eros, trupuri ce se zvarcolesc in imbrapsare, 
genunchi care apasa, franturi de cuvinte repetate inconstint, acestea sunt elementele unei fiintc 
a carei existenja freamata, proiectandu-se spre pnta neperceptibila a vicpi, moartea. Cheia carpi 
sta in acest automatism verbal al lui Puiu Faranga Taci! ...Taci! ...Taci! ,.. 13 , acest glas uscat, sleit 
de elementul umanitar al luciditapi, desi tinde sa acopere geamatul Madalinei, aflata in agonie, 
reprima in tot acest timp luciditatea ce se ridica in planul constiintci ucigasului. In acclap timp, 
automatismul verbal reprima mantia ccnusie a nebuniei ce cuccrcste terenul incert al psihicului 
lui Puiu Faranga. 

Autorul menpne aici perspectiva unui martor exterior, specifics pentru Rebreanu, in 
momentele cruciale, perspectiva ce devine nefiresc de precisa si de literara. Dupa ce a strans-o 
de gat pe Madalina, Puiu Faranga i§i vede chipul in oglinda un tanar cu parul negru, valvoi, cu 
figura rasa, find, ovala §i rdvd.ftd, cu ochii ratacifi, imbracat in frac, dar cu mawjetele ie.f te 
din maneci, cuplastronul framantat §i o aripa a gulerului ridicatapana la ureche (...). Tresari 
cand if recunoscu chipul in oglinda. 14 

Transferul de sensuri, gesturile ambiguue, elimina orice indoiala. Crima este savarsita 
prin dezlanjuirea tuturor simprrilor orientate intr-o singura direcpe, cea a tumultului fiinjei 
sopei sale, tumult nedistrus de atmosfera aristocratica in care a fost educata de matu§a Matilda, 
cea care a §i adoptat-o pana la casatoria cu Puiu. Odata instaurat momentul de luciditate, 
mostruoasa scena a morpi ni se dezvaluie cu inregistrarea rece §i obiectiva a autorului. Puiu 
Faranga este brusc izbit de imaginea crunta a scenei morpi doua globuri albe, sticloase, 
aproape ie.fte din orbite, cu o find refea de vini§oare ro.f i, incercuind o pata rotunda, albastra 
- viorie: ochii ei inmarmurifi intr-o lucire de spaima neinsemnatd. 15 

Acesta descriere tehnica, mapnala, fara a fi neglijat de romancier nici cel mai mic 
detaliu, este macabra, infioratoare, de nesuportat. Sunetele uscate, horcaitul victimei §i privirea 
acesteia, acea prabuprc, urmata de trezirea din cos mar, starea de confuzie dupa un intuneric 
mare, 16 izbesc violent conpiinta lui Puiu Faranga, lasandu-1 in incertitudinea violentei crime pe 
care a comis-o. 

§i indatapared .f -arfi recapatat brusc vederea. 17 Antropomorfizarea obiectelor din jur, 
se concretizeaza in incercarea romancierului de a prcligura starile morale, succesive 
momentului crimei. Fiori reci de natura morala trezesc in mai tanarul Faranga sentimente de 
frica, de angoasa. Tacerea, 1 inistea funebra, sporesc realitatea, aceea de a fi ucis un om. Puiu 
Faranga spera sa nu trebuiasca a infelege prea cur and- fapta ce i se rdsuce.fe in suflet ca un 
pumnal 18 . Aceasta tacere a§eaza incertitudinea lucrurilor intr-un somn profund 19 , confruntandu- 
1 pe Puiu cu singura realitate. 


12 Liviu Rebreanu, Ciuleandra, Ed. Eminescu, Bucure§ti, 1985 p.172 

13 op. cit. p.235 

14 op cit. p. 173 

15 Liviu Rebreanu, Ciuleandra, Ed. Eminescu, Bucure§ti, 1985 p. 171 

16 op. cit. p.172 

17 op cit. p. 171 

18 ibidem 

19 op.cit. p.174 
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Descrierea este extrem de minujioasa. Lumina celor doua becuri din incapere, il readuc 
pe Puiu la realitate. Pare a II aceea§i lumina intalnita in Padurea Spanzuraplor, farama de 
luciditae menita sa deschida granitele orizontului crud. Abia atunci tanarul Faranga infrunta 
adevarul frust: Avu simultan toate certitudinile: ca traiepe p ca e moartd, ca a ucis-o p ca n- 
a ucis-o, ca nu s-a intamplat nimic p ca s-a sfar.pt tot. 20 Pentru eroul romanului nostru acesta 
este un eveniment -revclatic: Spaima ca a stins o via (a omeneasca i se rasucea in suflet ca un 
pumnal (...) iar lini.pea dimprejur il sugruma. 21 Relajia aceasta antagonica dintre Puiu Faranga, 
uciga§ul, §i Puiu Faranga, victima degenerescenjei sangelui sau, aristocratic, declanscaza trairea 
mentala a trecutului, ce se va impleti de acum cu planul obiectiv, real, pe tot parcursul 
romanului: Sepomeni deodata cu o intrebare infrico$etoare ... intrebarea ii aprinse in suflet o 
placard alba in jurul careia se inpruira gandurile viepi lui. 22 

Desi autorul pare sa fi dezvaluit toate momentele cheie si dcclansatoare ale carpi, 
acestea revin condensate in obsesia jocului Ciuleandra. Dansul popular se manifests ca o 
expresie a vitalitajii, nemanifestata in Puiu, dar totu§i atat de clocotitoare in Madalina. Aceasta 
fascinate a dansului popular Ciuleandra, exercitata asupra eroului, dezvaluie violenja artistica 
- manifestata in pa§i de dans. A§a pe loc cateva minute, nu pin cat timp, in acela.p' ritm 
nebunesc, flacai p fete se framanta, tremura, tropaie. De cateva ori clocotul de patima e 
strapuns de chiote prelungi, (a.pv'te pared din stravechimea vremurilor, sau de vreun {ipat de 
fata cu sanii aprin.p de stransoare... §i apa, joculpare ca va continuapana ce top jucatorii ip 
vor topi sufletele intr-o suprema injldcdrare depasiune dezldnfiutd. 23 

Lucian Raicu este de parere ca felul in care Puiu Faranga innebune§te este adevarata 
tema a romanului. Cum se desfa§oara acestproces, cum innebunepe Puiu Faranga dupa crima, 
aceasta e problema adevarata a carpi, cealalta -(...) reala, desigur, ramane totup pe un plan 
secundar. 24 Latura de un real interes a romanului Ciulendra este cea care vizeaza jocul, 
vitaliatea lui §i primejdia pe care o genereaza pentru un suflet aflat in dezagregare a§a cum este 
Puiu Faranga. Tema aflata in stransa legatura - schimbarea petrecuta in constiinta morala a lui 
Puiu Faranga, aduce cu sine schimbarea usoara a tonalitajii, prozatorul introducand §i note usor 
parodice in prezentarea victii cotidiene. 

In momentul internarii, pentru a scapa de acuzajia de crima, apare in Faranga, 
nerationala dorinta de a retrai aievea clipele de fulgeratoare iubire pentru JarancuJa din satul 
Varzari, Madalina, urbanizata si devenita sojia lui. Aceasta reactivare apare insojita de obsesiva 
melodie, Ciuleandra. Vitalitatea dansului acopera si invaluie totodata axa imposibila a gandirii 
tanarului Faranga. Aceasta aglomerare de ganduri si trairi are drept rezultat disolujia psihicului 
sau bolnav. Accentul cade pe invazia incon§tienta a nebuniei ce-1 cuprinde pe erou, remuscarca 
crescand dincolo de granitele suportabilului, invaluind cu pulberea sa intregul unei vieji 
dezordonate, guvemata de o constiinta instabila. 

Amplu p adanc zugravita, psihoza lui Puiu Faranga ramane insa factice motivata prin 
datele ei melodramatice. Tot aid remarcam p similitudinea mecanismului psihologic repetat 
de Rebreanu in strucrura a doua dintre personajele sale; dupa cum semn al fatalitapi, Bologa 
e urmarit de obsesia spanzuratorii (...), tot astfel Faranga e captat de demn(d prin obsesia (e 
drept esenpala p mai interna) dansului jucat cu Madalina 25 . 

Pagini impresionante, realizate printr-o misterioasa §i tulburatoare manifestare, sunt cele 
care dezvolta in interiorul lor motivul Ciulendra. Aceste pagini strabat nestingherite lumea 
inchistata in filele romanului, pentru a stabili in termenii scopului pentru care au fost plasmuite, 


20 

21 

22 

23 

24 

25 


op.cit. p.173 

Liviu Rebreanu, Ciuleandra , Ed. Eminescu, Bucure§ti, 1985, p. 173 
op. cit. p.182 
op. cit. p. 235 

Lucian Raicu, Liviu Rebreanu , E.P.L., Bucure§ti, 1967, p. 186 

Pompiliu Constantinescu, Romanul romanesc interbelic , Ed. Minerva, Bucure§ti, 1977, p.47. 
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obsesia eroului criminal, astfel meat sd figureze un mit al existenfei insap, dogoratoare p rece, 
nemuritoare p cu sugestii de moarte, frenetica p obiectiva, elementara p spiritualizanta, 
increzatoare p tragica, ademenitoare p primejdioasa, oarba in migearea ei p totodata 
patrunsa de elanuri ascendente, via(a intr-un cuvant 26 , asa cum patrunde ea in literatura noastra, 
prin ochii si talentul narativ al lui Liviu Rebreanu. 

Episodul in care tanarul Faranga, macinat de conftiinja, trece in biroul ceremoniosului 
sau tata, este esenjial pentru cvidcnpcrca conditiei sociale a lui Puiu Faranga, cat si pentru 
reliefarea spiritului clasei aristocratice. Modul in care o fapta macabra este aplanata, invaluita 
in aburii cople§itori ai protccpci paterne, manifestata fa|a de vlastarul aristocratic aflat la 
marginea prapastiei. 

Calaul se transforma acum in victima, o victima a momentelor de ratacire. Victima reala 
este aruncata intr-un total dezinteres. Detaliile se pierd in aria preocuparii familiei pentru unicul 
§i prctiosul lor urmas. Putem remarca aici, prin abundenta miscarilor searbade, reci ale 
personajelor, atitudinea pe care Liviu Rebreanu o imbraji§eaza in roman fata de personajele 
sale, aceea de usor disprej faja de burghezia autohtona. Se aplica acum principiul economiei 
naratoriale. 

Autorul nu se pierde in detalii inutile. Evidcnpaza dorinta apriga a batranului Policarp 
Faranga de a ramane mai departe un aristocrat respectabil, dorinja dezvoltata de-a lungul 
generapilor excesiv formalizate, ducand in cele din urma la devitalizarea neamului si la 
dezechilibrul psihic suferit de fiul sau. 

Chestiunea nu e vazuta in adancile ei implica(ii —in spiritul, sd zicem, al dramei Jocul 
Ielelor de Camil Petrescu, unde prin Gelu Ruscanu §i prin ministrul (tot de justifie!) Sinepi se 
dezbatuse ceva asemanator (...) - privind raportul dintre necesitate §i adevar - Rebreanu nu 
insista, cautand sd iasa mai repede din oceanul acestor probleme complicate la o suprafafa 
schematic - neteda, spre a-p urmari propriile obsesii, altele,Jara indoiala 21 . 

Ciuleandra pare a fi romanul care nu dezvolta doar un caz psihologic de nebunie, ea 
analizeaza mai curand chestiunea autenticitdfii jiin(ei umane 28 . Din punct de vedere a 
problematicii filozofice modeme, Nicolae Manolescu afirma: Puiu Faranga e criminal, a$a 
cum e p Mersault, al lui Camus, fara conpiinfa crimei... El ip pierde minfile capatand aceasta 
conpiinfa. Romanul dezvaluie magistral procesul, scofand lucrurile din planul curatei 
justificari psihologice (nebunia nu provine din remipcare sau din suferin(e). 29 Ciuleandra 
define§te sentimente contradictorii care il animau pe Rebreanu in epoca respectiva; dar §i 
dezamagirea §i dezgustul in fata spectacolului oferit de clasele dominante in Vechea Romanie. 
De aici si studiul degcnercscentci biologice in Ciuleandra, care pune in lumina o psihopatologie 
sociala p incearca un sondaj al lumii abisale 30 . 

Pretextul romanului se gasestc in realitate, in dansul popular romanesc Ciuleanda, pe 
care Puiu Faranga 1-a jucat in satul natal al Madalinei, Varzari. Toponimia satelor teleormanene 
1-a animat pe Rebreanu in zugravirea mediului aepunii, model pe care autorul 1-a avut la 
dispozipa sa prin faptul ca a locuit in aceasta zona, la Valea Mare, langa Pite§ti. In Ciuleandra 
intalnim doua procedee: unul al relatarii obiective, biografia familiei Faranga; iar un altul 
modem: reprezentat de intruziunea, prin imaginape, in sfera unei lumi ascunse, psihicul uman. 

Intalnirea eroului nostru din roman, cu viitoarea sa sope §i mai tarziu, victima, este 
explicate chiar de acesta: Am avut totdeauna -marturisepe Puiu doctorului Ursu -o credinfd 
fanatica in puterea hazardului. Sunt convins ca hazardul, cu principiile lui, e promotorul 


26 Lucian Raicu, Liviu Rebreanu, E.P.L.. 1967, p.187 

27 Lucian Raicu, Liviu Rebreanu, E.P.L.. 1967, p. 181 

28 Nicolae Manolescu, „Ultimele Romane”, in Gazeta Literara, nr. 49, 1965. 

29 op. cit. 

30 Niculae Gheran, „Liviu Rebreanu”, in Mircea Zaciu, Marian Papahagi, Aurel Sasu (coord.), Dicjionarul scriitorilor 
romani, Vol. IV, Ed. Albatros, Bucure§ti, 2002 
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adevarat al tuturor faptelor mari din istoria omului, a§ zice al intregii civilizafii omenepti. Ei 
bine, acest misterios diriguitor al destinelor noastre mi-a daruit la dreapta o vecina 
extraordinara, o feti§cand de vreo paisprezece ani. 31 Deci hazardul ii oferise lui Puiu o victima, 
in vederea implinirii destinului fatidic. 

Obsesiile trupului apar si ele manifestate in zvacnirea Ciulendrei. Ceea ce il facea si mai 
inver§unat era modul in care fata il respingea, un motiv ascuns Hind si viitorul doctor Ursu, 
medicul curant al lui Puiu, de mai tarziu. Acesta, in loc sa-i asigure calea certa a insanato§irii, 
pare dimpotriva, sa acjioneze ca un amplificator al faptelor trecute. 

Firea Madalinei, pe atunci vesela §i salbatica, transcede acum in ostilitate, solitudine, 
instrainare. Rememorarile lui Puiu due mereu catre aceasta senzajie de instrainare, senzatia 
insojita de obsesiva melodie a Ciulendrei. Iubirea tanarului Faranga se transforma intr-o posesie 
maladiva, care in final va duce la teribila crima. 

Intemat in sanatoriu, pentru a scapa de acuzatia de crima, Puiu descinde intr-un proces 
de autoanaliza. Privind pe fereastra zapada imaculata, tanarul Faranga rememoreaza gesturi, 
relajii care il incriminau. Albul zapezii joaca rolul unui vid in care fiinja rezultata din 
conglomeratul haotic al experienjelor de viaja, intra §i se reorganizeaza. 

Rememorarea aceasta seamana teribil cu un proces de introspcctic. Puiu Faranga este ca 
un jucator de sail care isi calculeaza miscarilc trecute pentru a §ti unde sa se plaseze in viitor. 
Rememoreaza acum instincte criminale ce s-au adunat si au refulat cu violenja impotriva unui 
om just, as a cum a fost Madalina pentru el. Singura certitudine, ramane jocul Ciuleandra, 
aceasta nebunie ciclica, in care trupurile se contopesc si intra in regres, pana la dczlanjuirca 
instinctelor animalice. Ca intr-un ritual stravechi, o manifestare a adorafiei supreme ba chiar 
a dansurilor religioase care se sfar§eau prin mutilari sau sacrificii umane... In sfar.pt, eram 
v raj it .p' terifiat. 32 
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THE JOURNEY - A FORM OF DISSOLUTION IN LIVIU REBREANU’S 

NOVEL 
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Abstract: Rebreanu’s spirituality is represented by his own powerful vocation of the ideality, an 
affection which, beyond of remaining at the declarative-nostalgic level, it obtains an appropriate 
conversion in many pages from his masterpiece. Through the perspective of his entire life and creation 
course and especially through his profound inner self whereby his literary activity is justified beyond its 
objective appearance, Rebreanu, is revealed as a very complex writer, opened to the modern expectancy. 
The human beings who are wondering through the novel, dominated, in a tragic-grave acceptation, by 
a gloomy fatality of the sacrifice, imposes a formal cadence of the evocation, as in the same narration 
manner is asked by the practice of the civilizations, by turns arisen from the times night and whose 
continuous progression is rather updating the feeling of the severe melancholy. A monumental feeling 
comes from the fragments in which Rebreanu places the individual human lives in the perspective of a 
cosmic destiny. 

Key words: primordial, couple, metempsychosis, dissolution, evocation 


Romanul Adam yi Eva a ie§it in lumea cititorilor in luna mai a anului 1925. Despre 
pcrccptia pe care Liviu Rebreanu o avea faja de romanul sau, dctincm coordonatele complete 
avand in vedere numeroasele interviuri pe care scriitorul le-a acordat. Astfel, intrebat care este 
romanul preferat dintre crcapile sale, prozatorul a raspuns Adam yi Eva. Acolo tree peste via (a 
de toate zilele, zugravesc chipul de a ne dezlega de trup, e o zbuciumare sufleteasca pe care 
am trait-o intens yi care mi-e apropiata... Dar, iata, ca sa vorbeyti despre o carte iubita, e ca 
yi cum ai povesti cuiva de-o femeie pe care ai {inut-o altcandva in braje; e necavaleresc. 1 

Pornind pe urmele surselor de inspirajic ce au stat la baza savarsirii acestui mic roman, 
aflam chiar de la autor, ca romanul este construit pe teoretizarea metafizica a gandirii, dand 
nastcre unor procese ale psihicului pline de culoare afectiva. Sunt amintiri pe care autorul le 
poarta cu sine pretutindeni, printre acestea aflandu-se un vis avut in adolescenja, care devine 
acum nucleul acestei carp. Stateam intins pe pat, priveam pe fereastra ce se afla inperetele din 
fa(a. Febra creytea sau poate numai febra mea adolescenta se infierbanta de dor inf trainice. 
Indeosebi, insa, o viziune revenea mereu: parea ca zidul cu fereastra se topeyte, curtea se 
transforma intr-un pare minunat cu felurifi pomi in floare yi mai incolo cu un castel (...)Eu 
insumi, tolanitpe iarba, intrepomii inflorift, ayteptampared ceva cu inima stransa. 2 

Liviu Rebreanu ramane constant in opiniile sale in ciuda tendinjei vremurilor in care 
oamenii iyi schimbaparerile yipreferinfele mai des ca rufele. 3 In acclasi timp, prozatorul purta 


'Rebreanu, Liviu, Opere, (vol. 1-23), edi(ie critica de Niculae Gheran, vol. 19 , addenda de Cezar Apreotesei §i Valeria 
Dumitrescu, Ed. Minerva, Bucure§ti, 1972, p.144 

2 Rebreanu, Liviu, Opere, (vol. 1-23), edi(ie critica de Niculae Gheran, vol. 19, addenda de Cezar Apreotesei §i Valeria 
Dumitrescu, Ed. Minerva, Bucure§ti, 1972, p.14 

3 Ibidem, p.13 
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cu sine pretutindeni angoasa ca nu a reu§it sa comunice prin acest roman tot ceea ce §i-a propus. 
De o vigoare epica stranie pentru acele timpuri, Adam p Eva va lasa o urma adanca in sfera 
crcatici rebreniene. 

Energia scriitorului se dcscatuscaza, i§i asuma prapastia §i abisul spectaculos al creapei 
dar §i al dezagregarii fiintci ilustrate la nivelul romanului. Resorturile Hupei sale, descind intr- 
o construcpc epica spectaculoasa, in care autorul dctinc capacitatea de a gestiona sufletul 
personajului sau. Toma Novae, protagonistul romanului aflat in discupe, profesor de Filosofie 
la Universitate, in cautarea fericirii supreme prin implinirea iubirii, porne§te intr-o calatorie 
atipica, in lumea celor §apte intrupari ale sufletului. Existcntclc sale anterioare sunt rememorate 
in capitole distincte, fapt ce ii confera cititorului posibilitatea sa le citeasca sub forma unor 
povestiri autonome. Fuga de realitatea tipica este invederata in Adam p Eva, care nici nu este 
roman, ci un fel de poem metafizic (...). 4 Toma Novae §i Ileana sunt prototipii unei perechi 
eteme care se va repeta obsesiv pe parcursul a saptc viep in seria materials a cxistcrpci §i a 
universului. Liviu Rebreanu pare sa construiasca in acest roman o cladire frumoasa cu saptc 
etaje in care legatura cu realul piere pe masura ce personajele urea scarile narative, pana la 
pa§irea in ve§nicie. 

Astfel, fiecare nivel este cu totul si cu totul diferit de celelalte anterioare. Statutul 
personajului se modified, timpul si spapul sunt la randul lor evolutive. Incarcatura de detalii 
spapo-temporalc vibreaza in stransa legatura cu protagonistii operei. Este, de asemenea, de 
remarcat structura ciclica a romanului ce pome§te din spapul contemporan, variaza in lumi si 
victi diferite, pastrand insa perechea primordiala, pentru ca in incheiere sa se revina la sfera 
contemporanului, pentru asumarea destinului fatidic. Avem astfel ocazia sa cunoastcm in cadrul 
celor saptc vicp, un tanar pastor indian, un nobil egiptean, un aristocrat carturar din 
Mesopotamia, un nobil roman, un calugar german si un medic francez din perioada revolupci. 
Titlurile capitolelor poarta numele femeilor in numele carora eroul moare succesiv, definind 
macabru soarta cuplului. Iubirea in romanul Adam p Eva reprezinta regasirea de sine a 
intregului primordial, animus si anima, unirea echilibrului pierdut, regasirea de sine. Toate 
aceste atribute desirabile in numele carora se moare, poarta in umbra lor prezenpi unor nume 
feminine precum: Navamalika, Isit, Hamma, Servilia, Maria, Yvonne, Ileana. 

Sfanptul personajelor lui Rebreanu pare a fi unul mai cumplit decat celalalt, iar pentru 
opinia cititorului ce se raporteaza in mod freevent la fizic, teluric, toate aceste cxpcricntc pot 11 
marcante. Insa, personajul rebrenian ce calatore§te in cele saptc vicp §i moare jupuit de viu, 
torturat si injunghiat, orbit, sau este ucis prin ghilotinare, nu reprezinta imaginea unui ins invins 
de soarta. Pe frunte simfea o banda de fier ce-i apasa (easta. Se gandi sa intinda braful, sa-p 
pipaie capul. Incercarea de mip-are i-o reteza din inceputuri o navaleala de durere care-i 
starni un geamat scurt, nabupt. 4 5 Moartea fiecaruia este un soi de triumf al fiinjei dincolo de 
capacitatea pcrccppci rationale, pasind in universul 1 ibertapi absolute. Cele §apte povestiri in 
care cele doua suflete se regasesc in mod absolut intamplator, traind mai apoi rcvelapa fericirii 
supreme printr-un simplu schimb de priviri, pentru ca in final sa sfarscsca tragic. Toate aceste 
cli§ee epice pot deveni obositoare pentru cititor, fapt pentru care Liviu Rebreanu, prevazator, 
va construi structuri epice distincte, cu scopul de a propune mereu elemente noi in discursul 
narativ. Insa unele asemanari nu puteau fi evitate, ci dimpotriva sunt vitale. Astfel, moartea, 
nastcrea, intalnirea privirilor sunt elemente obligatorii in vederea realizarii continuitapi 
calatoriei fantastice in lumi §i viep diferite. Modalitatea de realizare a tuturor acestor structuri 
diferite a necesitat din partea prozatorului un efort informaponal imens. 

Modul de abordare a realitapi, mentalitatea si atitudinea personajelor din unele capitole 
nu sunt doar diferite, dar §i radical opuse uneori. De pilda, calugarul Adeodatus, fiu de Jarani, 


4 Raicu, Lucian, Liviu Rebreanu , E.P.L., Bucure§ti, 1967, p. 224 

5 Rebreanu, Liviu, Opere, (vol. 1-23), edi^ie critica de Niculae Gheran, vol. 19, addenda de Cezar Apreotesei §i Valeria 
Dumitrescu, Ed. Minerva, Bucure§ti, 1972, p. 35 
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a cSrui religiozitate este aproape profeticS, convins de faptul cS sfar§itul lumii va veni la 1000 
de ani dupS Hristos, se va reincama in episodul urmStor in doctorul Gaston, ateu §i adept al 
rcvolupci franceze. Tiparele narative insS se modified radical de la o povestire la alta. 
Intcrfcrcntclc culturale sunt la fel de importante in acest mic roman al lui Liviu Rebreanu. 
Astfel, intr-o mare mSsurS, dincolo de capacitatea de a introduce cititorul in lumea fascinatici 
§i dincolo de capacitatea de familiarizare cu mediul in care este plasatS acjiunea, caracterul de 
consemnare a unor fapte concrete de civilizajie demonstreazS munca asiduuS pe care prozatorul 
a intreprins-o in vederea savarsirii unui univers concret. Harta aceasta a gandirii din perspectiva 
proiecjiei unor lumi anterioare, in care fantasticul trece in cSIStoria sa prin spajiul cenzurii 
con^tiintci, pierzand coordonatele lumii anterioare pentru a se nastc in sfera ratiunii unei noi 
vicji in care rSman doar reminescenje ale trSirilor anterioare, seamSnS extraordinar de mult cu 
complexitatea creierului uman vSzut de un medic neurolog. Adam A Eva, cartea retrSirii 
iubirilor eteme, deline o intrigS bazatS pe ideea metempsihozei, vSzutS ca proces de reintregire 
a fiin^ei, a spiritului, ce calatore§te prin univers, pierzand astfel pSrJi ale materiei sale 
integratoare si recompunandu-se prin iubirea ce-i confers puritatea originarS. Cele §apte vieli 
trSite de Toma Novae conduc fiecare cStre descoperirea jumStSjii lipsS, anima. 

In ciuda infuenlelor fantastice, subiectul romanului pare insa sa se menJinS in linii 
simple, deoarece situalia nu se schimbS, doar decorul trece in disolulie §i in metamorfozare. 
Fiecare element al lumii naturale determinS descendenla spiritului uman in moarte, deci 
confundarea cu elementul primordial §i ciclicitatea viefii: nastcrea si moartea, ca intr-o pereche 
adamicS a integrSrii §i disoluliei continue la nivel cosmic. Cartea aceasta nu este un roman. 
Cele §apte incarnari succesive a unor suflete ingemanate, care se cauta de-a lungul a §apte 
existence pentru a muri definitiv deedt a §aptea oara dupa ce au zamislit, nu sunt etape intr-o 
acfiune unitara §i organica, ci doar §apte momente calitativ identice. 6 Romanul lui Liviu 
Rebreanu nu a fost intotdeauna privit ca unitar, deci ca un roman. Foarte mulli critici au 
considerat faptul ca acestea sunt doar §apte povestiri diferite sau §apte nuvele individuale, aflate 
in conexiune doar prin tema comuna, dar care se repeta dintr-o povestire in cealalta, fara a avea 
o continuitate la nivel narativ. De asemenea, elementul crud, dur, realist, instinctual, pare sa 
impiedice inallarea muntelui fantastic, in care viziunile sufera in contorsionarea lor, deschiderea 
catre o noua lume. Ceea ce da unitate personajelor din Adam p Eva este faptul ca in toate cele 
§apte povestiri au aceea§i fire, acelea§i motivalii in viala, acclcasi conceplii. Simlul datoriei se 
manifests si el pregnant. Fuga de tipic, de obisnuit este evidenta in Adam §i Eva, acest poem 
metafizic. 7 Primul care pare sa li inceput a trata tema metafizicului este Mihai Eminescu in 
Avatarii Faraonului Tla. Alfii insa recunosc in acest procedeu al metempsihozei, modelul 
cinematografelor de dupa primul razboi mondial, model ce pennitea eroilor deplasarea in 
diferite decoruri. 

La Rebreanu, barbatul separat de unitatea primordiala, i§i cauta complexul feminin de- 
a lungul a §apte reincamari succesive. Unitatea se poate restabili abia in cadrul celei de-a saptca 
calatorii, numarul saptc fiind o cifira simbolica in (ilozolia cabalistica. Ca pretext epic pentru 
roman, ideea nu are consistent insa ll ajuta pe autor sa aduca impreuna §apte nuvele in care se 
dezvolta motivul unic al iubirii neimplinite, plasata in saptc peisaje si epoci istorice diferite. 
Cel mai interesant pare a li insa momentul de trecere dintr-o vial,a in cealalta in care intervine 
o sufocare, o abolire a trecutului, astfel incat existent precedents sS i se parS noului Toma 
Novae strSinS, falsS. Momentul acesta de trecere are insS capacitatea de a face sS se piardS in 
neantul uitSrii panS si prezentul, accelerandu-se calea cStre viitor. InsS, aceastS cursS galopantS 
cStre viitor anuleazS perceptele anterioare §i spajiul existenjei de dinainte. Este ca o cursS 


6 Dugneanu, Paul, Liviu Rebreanu , Ed. Eminescu, (Bibl. critica), Bucure§ti, 1987, p. 119 

7 Calinescu, G., Istoria literaturii romcine de la origini pdna in prezent, Ed. Funda^ia Regala pentru Literature §i Arta, 
Bucure§ti, 1941, p.651 
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tiranica de implinire a viitorului anuland insa trecutul, ca un devorator al victii ce mistuie 
identitatea umana precedents, instituind cautarea perpetuua in lumi succesive, similare. 

Timpul se individualizeaza in con^tiinta personajelor principale, in ciclicitatea aceasta 
temporala. Ni se vorbe§te despre atomul spiritual 8 ca expresie a echilibrului dintre doua energii 
§i doua principii congruente. Cand atomul se scindeaza in plan spiritual, echilibrul, la randul 
sau, se disociaza. Un principiu se scindeaza formand barbatul, iar un altul devine femeia, cazand 
in planul material. Din acest moment, incepe calvarul cautarii continuue: Mereu treaza staruie 
doar trebuinfa de a gasi perechea lui de echilibru. Barbatul §i femeia se cauta in valma§agul 
imens al viefii omenepi. Un barbat din milioane de barbafi dorepe o singura femeie, din 
milioane de femei. Unul singur §i una singura, Adam §i Eva. 9 Deci, staruim in sfera iubirii 
unice, ideale, posibila doar in urma calatoriei in §apte viep terestre. Revel ap a viejii adevarate 
este insa posibila doar in urma celei de-a §aptea vieji, ce duce la fericita unire cu celalalt suflet. 
Astfel, cea de-a §aptea moarte cuprinde rcvclatia cxistcntci spirituale, moment in care sufletul 
traie§te un flashback al viejilor anterioare, astfel incat sa poata con§tientiza fericirea victii eterne 
ce i se deschide in cale. 

Deoarece subiectul capitolelor se dezvolta pe o schema-tip, cu un erou ce trebuie sa ramana in 
datele lui fundamentale neschimbat, dificultatea cea mai de seama pe care o avea de infrant 
romancierul pne de evitarea monotoniei uniformitapi epicului. Capcana aceasta a fost ocolita 
prin fastul decorativ asigurat acpunii, prin nuanjarilc psihologice care insojesc mutapilc 
personajului, prin varietatea peripcpilor parcurse de fiecare data §i, mai cu seama, printr-o 
cre§tere gradata a intcnsitapi pasionale -de la o perioada la alta -pregatind marea intalnire de 
la sfarsit. Pe langa toate acestea, capitolele aduc fiecare cate un accent specific, punand in relief 
o modalitate aparte de manifestare a iubirii, intr-un context anume. 

Liviu Rebreanu a limitat metempsihoza la o serie umana, a supus barbatul la suferinje 
groaznice, lasand femeia sa supraviejuiasca barbatului, in final, femeia se lamenteaza la capul 
eroului mort. Iar teosoful modem isi contempla satisfacut prietenul care a platit tributul teoriei 
lui. Fundamentul filozofic al romanului Adam si Eva, il constituie de fapt obsesia careia i se 
adauga o dimensiune metafizica, de a descoperi in atracpa corporala dintre barbat §i femeie o 
finalitate superioara, regasirea uni tap i primordiale, originare, in perechea ideatica, mitica. 
Inclinafia oculta a scriitorului (...) dicteaza structura acestui roman, compus din §apte 
narafuni condensate, §apte acfiuni, centrate injurul aceleiafi chemari neimplinite, desfa.pirata 
in epoci istorice reprezentative, din antichitate pana in zilele noastre. 8 9 10 Romanul acesta pare a 
fi o carte care oglindcstc reflecpile deghizate ale autorului asupra timpului si cxistcntci umane, 
apeland la tema metempsihozei. Evenimentele se dcsfasoara dupa o ordine prestabilita, 
ilustrand un destin, o lege nescrisa. De§i nesesizabile, ele sunt in esenja lesne de prefigurat, 
plasand existenja lor intr-o pereche antonimica aparenja - esenja, pereche aproape escntiala in 
toate creapile lui Liviu Rebreanu, definind cscnta prototipului sau crcaponal. 

Fundamentul de natura filozofica al romanului Adam §i Eva o constituie finalitatea superioara 
pe care o poate avea relapa de sorginte erotica dintre barbat §i femeie, atracpa contrariilor, a 
jumataplor pierdute din perechea primordiala, reiterandu-se neincetat mitul androginului. 
Intriga acestui roman, construita pe ideea metempsihozei, privita ca o opera de unificare a 
spiritului uman care intra in degradare, calatorcste sub forma particulelor fine ce se regrupeaza 
in saptc personaje distincte, pentm ca in final sa se regaseasca la capatul unei calatorii 
perpetuue, in care spiritul pare sa oboseasca in cautarea sa, se va recompune, cu mulfirmirea 
iubirii eterne ce se amesteca cu manifestarile faja de iubirea pentm divinitate, ca§tigand din nou 
puritatea primordiala. 


8 Sandulescu, AL, Introducere in opera lui Liviu Rebreanu, Ed. Minerva, Bucure§ti, 1976, p.l 18 

9 Rebreanu, Liviu, Opere, (vol. 1-23), edi^ie critica de Niculae Gheran, vol. 19, addenda de Cezar Apreotesei §i Valeria 
Dumitrescu, Ed. Minerva, Bucure§ti, 1972, p.20 

10 Raicu, Lucian, Liviu Rebreanu , E.P.L., Bucure§ti, 1967, p.156 
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Dincolo de analiza tematica §i simbolica a acestei card, o opera trebuie traita, simjita, 
perceputa in toate formele ei, ca mai apoi, in lungul proces al viejii sale sa respire aerul 
cititorului ce ii rasfoicste filele. Ramane justa capacitatea autorului de a trece dincolo de 
categoria scriitorului dur, inflexibil, demonstrand imensitatea trairilor sale scri itoricesti si 
talentul de a transcede dincolo de realitatea perceptibila ce limiteaza spiritul uman. 
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Abstract: The internal structure of Prepositional Phrases (PPs) has been the topic of various analyses 
and it has focused on teasing out their basic structure. The goal of this presentation is to propose an 
examination of the basic structure of directional spatial expression in terms of their (a) semantic and 
(b) syntactic features. We will argue that directional PPs are PathPs, while locative PPs are PlacePs 
and last but not least, we will show that the Path head is not a unique projection hosting directional 
elements, but it consists of several heads, each with its unique syntactic structure. 


Keywords: preposition, PathP, PlaceP, directional PPs, locative PPs 


1.Introduction 

On examining the basic structure of directional spatial expressions- that is the Place and 
Path distinction, one cannot fail to consider the two different frameworks which also represent 
the starting point of our discussion: (i) a semantic approach and (ii) a syntactic approach. The 
two functional heads in the syntactic structure of directional expressions- Place and Path- 
presuppose also a semantic decomposition, as each of the heads in the syntactic structure is 
expected to have some semantic contribution. Thus, a discussion of the two heads unavoidably 
raises both syntactic and semantic matters. 

In light of this view, there is a general consensus (Jackendoff, 1985; Mateu 2008; 
Svenonius 2008, 2010; Pantcheva 2009, 2011) that the syntactic structure of directional 
expressions consists of two heads: a Path head and a Place head. Under this view, the Place 
head encodes location while the Path head hosts directional markers regardless whether they 
encode Source or Goal of Motion. The minimal syntactic structure can be diagrammed as 
follows, where Path is built on top of Place: 

(1) j^hP 

Path PlaceP 


Place 


DP 
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The paper is organized as follows: Section 2 faces two distinct approaches which offer 
interesting accounts of the Place- Path distinction: a semantic approach as proposed by 
Jackendoff (1985, 1990) and a syntactic approach based on the works of Svenonius (2000, 
2010) and Pantcheva (2009, 2011). Section 3 discusses the distribution of Place and the 
distribution of Path, and accounts for the idea that the Path head is not a unique head in the 
syntactic structure but it has a richer structure than previously assumed. Section 4 briefly 
summarizes the main conclusions. 

2. The internal structure of PPs 
2.1. A semantic approach 

Jackendoff (1983, 1990) proposes a semantic treatment for the Path and Place 
distinction. He identifies a set of conceptual categories, the “semantic parts of speech”, which 
includes such entities as Thing (or Object), Event, State, Action, Place, Path, Property and 
Amount. There is a principle of correspondence between syntax and conceptual structure in the 
sense that every content-bearing major phrasal constituent of a sentence (such as S, NP, PP, 
etc.) corresponds to a conceptual constituent. Consider the following example where a PP can 
express a Place and a Path: 

(2) a. Syntactic structure 

[s[np Bill][vp went[ppinto[Npthe house]]]] 
b. Conceptual structure 

[Event GO ([Thing JOHN], [ Pat h TO ([place IN ([Thing ROOM])])])] 


In the above conceptual structure, the verb corresponds to the Event-function Go 1 , thus 
the sentence expresses motion. The subject of the sentence corresponds to the first argument of 
Go and the PP corresponds to the second argument of Go. The second argument consists of a 
Path-function TO which takes a Place as its argument. Place decomposes itself into the Place- 
function IN and a Thing argument-ROOM, which is expressed by the object of the preposition. 
Each semantic category can be further elaborated. It is not our intent to elaborate all of the 
above semantic categories; we will concentrate mainly on the most important distinction within 
the class of senses of spatial PPs, that is [Paths] and [Places]. 

While a [Place] projects into a point, illustrated by a state verb, and is accepted by a 
verb as illustrated in (3a), a [Path] consists of a path function and a reference object, given by 
a motion verb (3b). Jackendoff (1983: 163) notices that the function Path dominates the function 
Place as illustrated below: 

(3) a. John in in the room, (state verb) 

A lamp is standing on the floor. 

([Thing] occupies [Place]) 

b. The mouse ran from under the table, (motion verb) 

(Path FROM ([Place UNDER ([Thing TABLE ])])] 


1 The category Event can have two functions: a GO or STAY function, each of which takes two arguments. The arguments of 
GO (which shows motion along a path) are the Thing in motion and the Path it traverses, while the arguments of STAY (which 
shows stasis over a period of time) are the Thing standing still and its location (Jackendoff, 1990) 
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PathP 



Path PlaceP 



Following Jackendoff (op.cit), [Paths] have a varied structure as compared to [Places]. 
On the one hand, the internal structure of a [Path] consists of a path-function and a reference 
object as in toward the mountain, around the tree, to the floor. The argument of a path-function 
may be a reference place, expressed by such phrases as from under the table. On the other hand, 
the internal structure of a [Place] consists of a Place-function plus an argument that belongs to 
the category Thing. A PP in English may mention a reference object as the object of the 
preposition as in on the table, or even two, as in between the square and the circle. Each place- 
function brings about conceptual constraints on the nature of the reference object. Furthermore, 
a Place-function takes as an argument a thing and gives as an output a place, while a Path- 
function takes as argument a Place and returns a Path. 

According to the path’s relationship to the reference object, Jackendoff (op cit.) suggests 
three main types of paths. Firstly, we can speak of bounded paths. They include goal paths, 
encoded by the English preposition to (4a), and source paths encoded by from (4b). The second 
type of paths is called directions, where the reference object does not fall on the path. They are 
expressed through source directions encoded by such prepositions as away from (5a) and goal 
directions encoded by toward (5b). The last type of paths is routes exemplified through by, 
along, through (6a) (Jackendoff, 1983:165): 

(4) a. John ran to the house, (bounded path) 
b. John ran from the house, (bounded path) 

(5) a. John ran away from the house, (direction) 
b. John ran toward the house, (direction) 

(6) a. The car passed by the house, (route) 

along the river, (route) 
through the tunnel, (route) 
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In a nutshell, Jackendoff (1983, 1990) sets out to give a semantic treatment to the major 
conceptual categories involved in the structure of directional spatial expressions. Within the 
class of senses of spatial PPs the ontological categories [Place] and [Path], expressed by 
prepositional phrases were mainly given attention to. Under this view, a [Place] projects into a 
point, illustrated by a state verb A lamp is standing on the floor , while a [Path] consists of a 
path function and a reference object, given by a motion verb The mouse ran from under the 
table. Drawing on the work of Jackendoff (op cit.), Svenonius (2008, 2010) and Pantcheva 
(2009, 2011) develop a syntactic approach which will be under close examination in the 
following section. 

2.3 A syntactic approach 

Svenonius (2006, 2010) and Pantcheva (2009, 2011) develop a syntactic approach 
which draws on the influential work of Jackendoff (1985) and which analyses the functional 
structure of the PPs (Svenonius, 2008, 2010). In the same vein, Pantcheva (2009, 2011) 
proposes that the syntactic structure of directional expressions is quite rich; under this view, she 
proposes a decomposition of the commonly assumed Path head into a Source head dominating 
a Goal head, thus pointing towards the fact that the Path head is not a unique head in the 
syntactic structure but it has a richer structure than previously assumed. 

In the same line of thought, Svenonius (op. cit) points out that the main distinction 
between the location and direction lies in the differences in the internal functional structure 
projected by the PPs. Thus, while locative PPs are PlacePs (even though they might be 
ambiguous between a locative and a directional reading), directional PPs are always PathPs. 
Consider the following schematic structure which spells out the locative PP in the house (7), 
while a directional PPs into the house will be attributed a structure as in (8), where Path embeds 
Place, thus the Path head to takes a PlaceP complement: 

(7) PlaceP (8) PathP 


Place DP 

Path PlaceP 

in the house 

to 


Place DP 


in the house 


Starting from the idea that, syntactically, directional expressions are decomposed into 
a multiple projections, Path and Place , thus the following section will provide a description of 
the very different syntactic distribution of the two heads. 


3. Distribution of the two heads 
3.1 Distribution of Place 
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Place elements provide information about the Figure and the Ground. Following Talmy 
(1978, 2000a) the Figure is the entity, object in motion, while the Ground represents the 
location with respect to which the Figure is located. In most of the situations the complement 
of the preposition is always the Ground and the Figure is expressed by the direct object of the 
verb. Take the following examples where this pattern is expressed; the reverse cannot be used 
(2000a: 312): 

(9) a. Max stuck his finger in his nose. *Max stuck his nose around his finger. 

b. The kids put decorations on the tree. *The kids put the decorations among the 

tree. 

However, in some cases the two entities may cast in each of the roles: 

(10) a. The bridge is above the river, 
b. The river is below the bridge. 

Furthermore, PlaceP can be the complement of stative verbs expressing location (11a) 
or can appear as a locative adjunct to VP with non-motion verbs (lib) (Svenonius, 2008: 3) 

(11) a. The boat remained behind the hill. 

b. The boat burned beyond the city limits. 

Place prepositions can function as restrictive modifiers in co-occurrence with common 
nouns (Svenonius, 2008: 4) 

(12) a. the boat behind the hill 
b. the boat inside the cave 

Svenonius (2006) notices that the omission of the ground can be possible with some 
prepositions (13a, b) when anaphoric identification is realized. However, some Place heads 
(14a, b) disallow anaphoric identification. Consider the following examples: 

(13) a. I saw a line of soldiers. The one in front (of it) was talking on the phone. 

b. Nils looked over the snowdrift. The frozen fjord beyond (it) was dotted with 

seals. 

(14) a. As the group approached the final summit, Espen stayed among * (them), 
b. There was a beach. Next* (to it), the cliffs swarmed with birds. 

Svenonius( 2006), following Kayne (1994) suggests that the spatial words here and 
there can appear in a PP, to the left of the preposition as illustrated in (15a-d) and they can also 
be added to full DPs as in (number c, d): 

(15) a. Come here inside the closet. 

b. Lie there behind the dresser. 

c. the house there 

d. the man there 
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The most basic prepositions in English (in, on) which occupy the Place position, take 
the role of particles in expressions as put the coat on, take the laundry in ; consider the following 
expressions which have a locative meaning in PP constructions: 

(16) a. The cat is up the tree. 

b. The horse is down the hill 

Place expressions can easily be combined with particles like up, down, etc. as illustrated 
in the following examples (Svenonius, 2008:3): 

(17) a. The boat drifted from up above the dam. 

b. The boat drifted from down inside the cave. 


3.2 Distribution of Path 

Paths contain Places- Over, under, across are PathPlace heads; they are constructed 
from both a Path and a Place (Svenonius, 2007) 


(18) 

(19) 


a. The plane flew over the palace. 

b. The rabbit jumped through the cage. 



Path PlaceP 


VIA Place 


Over 


k 



the palace 

Places can sometimes be formed from Paths: 

(20) The sawmill is over the hill from the library. 


PlaceP 
Place PathP 
END.OF. JOURNEY 


Path 

I 

via 


PlaceP 



Place 

over 


KP 



the hill 
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In a similar vein, Pantcheva (2011) illustrates that directional expressions are built on 
top of Locatives. In this respect, she proposes a split of the PathP into several hierarchically 
ordered heads (Route, Source, Goal), which will be each discussed in detail in what follows: 

(21) RouteP 

Route SourceP 

Source ^^^boalP 



DP 

Ground 

Locative constructions are formed by adding PlaceP to a DP: 

(22) PlaceP 
Place DP 

A goal Path is realized by adding a Goal head to a Locative construction: 

(23) GoalP 
Go'al^PlaceP 

Place^DP 

Source expressions are built on top of Goal expressions by simply adding a 
morpheme, thus accounting for a hierarchical structure between the two expressions: 


(24) Source Path 

^SoujceP^ 

Source GoalP 

Goal PlaceP 

Place DP 


The syntactic structure of Route paths can be illustrated by the following tree, where 
Route Paths are formed on top of Source Paths by adding a Route head, thus it takes the Source 
Path as its complement: 

(25) Route Path 

RouteP 


Route SourceP 

/\ 

Source GoalP 
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/\ 

Goal PlaceP 


Place DP 


4. Conclusions 

Within the analysis, I have argued that directional PPs are PathPs, while locative PPs 
are PlacePs. Semantically, locative PPs locate entities/ events in space, directional PPs specify 
a direction and an endpoint for the motion. With respect to directional PPs, they are relatively 
free in what concerns the positions they appear in as opposed to locative PPs which are adjoined 
to a projection of a verb, which itself licenses an endpoint. Moreover, locatives can get a 
directional reading with a limited set of verbs of motion which will also constitute the object of 
an in depth analysis. Last but not least, the Path head is not a unique projection hosting 
directional elements, but it consists of several heads, each with its unique syntactic structure. 
The syntactic structure of Paths varies depending on whether we have a Goal-oriented path, a 
Source-oriented path or a non-oriented Route path. 
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TOZGREC. THE WORLD AS AN IMPERFECT SYSTEM AND THE 

REPULSION FOR FICTION 


Adriana Dana Listes Pop 
Phd., " Babes-Bolyai " University of Cluj-Napoca 


Abstract. loan Petru Culianu considered Tozgrec a fantasy novel ("the first version of the fantastic 
novel I am writing (Tozgrec) according to the letter sent to Mircea Eliade in September 1984. The 
book will be published posthumously, being allocated to his author function. Despite this confesion, in 
the novel, the writer admits he feels repulsion for literature and fiction, generally, bluntly putting it that 
"literature disgusts me. I don’t want to write literature’’ 1 2 in the Introduction. The affirmation is 
reinforced in the line „ repulsion for short story” 3 , the writer rushing to carefully clarify, on the same 
page, the fact that „ this novel is not, properly, fiction, even though it seems to be ” 4 . 

Keywords: Culianu, Tozgrec, world, system, fiction 


Autorul a structural manuscrisul romanului pe sistemul unor fisiere digitale, in componente 
reconfigurabile: Main Body, Fragments, Variants, Ideas & Reflections, Final Version. 
Romanul este compus din patru parti, pe care editorul le-a ordonat in cinci capitole: Gradinile 
lui Tozgrec, Sid si Mekor, Paianjenul Hermion, Tozgrec urmat de extrase din presa privind 
Experimental Lombrosa si Addenda. Manuscrisul a fost scris in limba romana si franceza pe 
caiete dictando, caiete cu arc si coli separate - prima parte, Gradinile lui Tozgrec, fiind 
elaborate incepand cu data de 21 august 1981 pe un caiet dictando de 39 de pagini. Partea a 
doua, Sid si Mekor, a fost consemnata pe trei caiete dictando de 36 de pagini, intitulate Tozgrec 
1, cu precizarea datelor pe fiecare caiet in parte: 26 mai, 29 mai, 31 mai 1982, pe care editorul 
1-a redenumit pentru a evita confuzia. Partea a treia, Paianjenul Hermion , a fost scrisa pe 171 
de coli separate pana in data de 28 august 1983. 

Partea a patra, intitulata Tozgrec urmat de extrase din presa privind Experimental 
Lambrosa, a fost redactata in limba franceza cu titlul original Tozgrec suivi d’extraits de presse 
concernant le LOMBROSA EXPERIMENT, pe doua caiete cu arc si coperte de carton, rosie si 
verde. Addenda aduna primele capitole din Experimental Lombrosa, o parte dintre textele 
intitulate de autor Variants si notite aferente Paianjenului Hermion. 

Conexiunea romanului in sistemul operei este multidimensional^, autorul legandu-1 de 
ciclul Pergamentul diafan prin recurenta temei disparitiei viziunilor 5 , prin motivul ingerilor 
fara incheieturi si prin existenta unei comunitati sud-americane, actiunea romanului derulandu- 


1 loan Petru Culianu, Dialoguri mtrerupte. Corespondenfa Mircea Eliade - loan Petru Culianu, editia a doua revazuta si 
adaugita, prefata de Matei Calinescu, editie ingrijita de Tereza Culianu-Petrescu si Dan Petrescu, Ia§i, Polirom, „Biblioteca 
loan Petru Culianu”, 2013 ,, 100”, 18 septembrie 1984, pp. 263-264. 

2 loan Petru Culianu, Tozgrec. editie ingrijita §i traduceri de Tereza Culianu Petrescu, Ia§i, Polirom, „Biblioteca loan Petru 
Culianu”, 2010 (1981-1984), p. 211 

3 Ibid., p. 391 

4 Ibid., p. 391 

5 Ibid., p. 365 
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se in satul San Jeminano, spatiu heterotopic foucauldian. Prin tema jocului, romanul este legat 
de Hesperus , iar prin proiectul creafiei universului de catre cele sapte inteligenfe, intr-un joc 
cosmic al creatiei, este conectat de studiul Arborele gnozei. De romanul Jocul de smarald se 
leaga prin coordonata lunii septembrie („Nicaieri in peninsula nu era mai frig in septembrie 
decat in acest oras de pe dealuri” 6 ). 

Tema absentei tatalui, imaginea patema mutilata, degradata, care leaga romanul Tozgrec 
de volumul de tinerete Artafugii, este reluata in imaginea lui Bazil („Curiosul Bazil fusese tatal 
sau” 7 ), care i-ar fi provocat fiului ’’traumele cele mai teribile din copilarie” 8 , imaginea tatalui 
stabilizandu-se in roman in ipostaza invinsului. Romanul Tozgrec realizeaza conexiuni si cu 
scrierile politice prin citatul ”bene vixit qui bene latuit”, existent in titlul articolului Bene vixit 
qui bene latuit... Romania: inteiectuaiui iipsit deputere. Alte cuvinte cheie sunt sahul, lagarul, 
teoria continuitatii spafiu-timp, stiinfa, degradarea miturilor, exilul si asa mai departe. 

in romanul Tozgrec, ca strategii de factualizare, Culianu recurge la dosarul de presa fictiv, 
constituit din articole extrase din ziarele locale Lombrosa Morning Star, Lombrosa Shadow, 
One Magazine, publicate incepand din 1976 pana in anii 2000. El utilizeaza si strategia 
„bibliografiei imaginare” 9 , inserand o lista de volume in care este analizata tema onirologiei 
(Confesiunile unui hot profesionist de vise, La adapostul visului, Vise controlate in situatie de 
stres, Tratat de onirologie experimentala si aplicata). Romanul confine si elemente 
paratextuale create prin simularea de prefete fictive, semnate cu initialele I.P.C. de la 
Universitatea din Lombrosa si cu numele Caspar Stolzius. Pe langa numele si titlul Tozgrec, 
recurent in roman este numele Mekor Hayyim, un personaj ambiguu, cu o identitate incerta. 

Analizat prin instrumentele integrarii conceptuale, romanul Tozgrec pare a fi un sistem 
textual conceput aproape matematic. Acest sistem fragmentat reflecta si reproduce, la nivel 
narativ, imaginea lumii perceputa de autor ca „sistem cu totul imperfect” 10 . Corespondentul 
textual al structurii emergente este Addenda, specificandu-se in paratextul editorial ca aceasta 
confine texte din secfiunea Variants, reprezentand variante ale textelor incluse in partea a patra, 
dar si comentarii ale autorului pe marginea unor capitole din partea a treia. Amestecurile sunt 
semnalate din paratextul editorial, menfionandu-se aici ca partea a doua, Sid si Mekor, grupeaza 
texte extrase din caietele intitulate de autor Tozgrec 1 si Tozgrec 4, titlurile primelor trei parfi 
fiind alese de editori. 

Exista si un cod al culorilor, rosu si verde, la care se adauga albul foilor de hartie, ce 
interfereaza cu discursul despre sensul viefii vazute in culorile roz, albastru, rosu si negru, pe 
parcursul lecturarii romanului. Prima axa a sistemului textual este legenda lui Tozgrec, cele 
patru spafii mentale sursa fiind tradifia de origine mesianica iudaica, urmata de ramificafiile 
arabo-persane, miturile de origine greco-portugheze provenite pe filiera latina si „tradifia 
modema a lui Tozgrec”. Sistemul pare sa genereze o miscare de rotafie ce activeaza 
suprapunerea sferelor mentale, senzafia de rotafie fiind indusa de prezenfa rofii simbolice in 
metafora palariei mari „cat roata carului”. Din suprapunerea acestor spafii mentale, rezulta 
imaginea lui Tozgrec, Jidovul ratacitor, simbol al exilatului, al calatorului modern, al 
cetafeanului global. 

A doua axa a sistemului textual este configurata de roman in cele patru variante ale sale, 
primul spafiu mental sursa fiind Gradinile lui Tozgrec, urmat de Sid si Mekor, Paianjenul 
Hermion si Tozgrec. Celor patru variante le-ar corespunde, conform notei editoriale, patru 
locafii geografice explicite (Ucraina, Olanda, Elvefia, SUA) si una implicita (Romania), patru 
nivele textuale (biografic-esoteric, realist, fantastic-esoteric, mitologic), precum si patru 


6 Ibid., p. 253 

7 Ibid., p. 112 

8 Ibid., p. 127 

9 Gerard Genette, Paratexts: Thresholds of Interpretations, op. cit., p. 404 

10 „!n interiorul acestui sistem cu totul imperfect care este lumea”, loan Petra Culianu, Tozgrec, op. cit., p. 398. 
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personaje recurente (Mekor Haym, Elis, Ceria si Caspar Stolzius), Tozgrec fiind o entitate 
ambigua. Paratextele, desi dispuse intermediar in corpul romanului, reprezinta un amestec de 
practici prefatoriale fictionale. Prefata fictionala semnaleaza o „fictiune a atribuirii” 11 , textul 
semnat de profesorul I.P.C. fiind scris, de fapt, de Caspar Stolzius. Pentru ca este semnata de 
altcineva decat scriitorul, prefata devine apocrifa, „sub acoperirea unei simulari fictionale” 12 . 

Prefata auctoriala de dezmintire poate avea aparenta unei prefete alografe ce explica 
intrarea in posesie a manuscrisului unui om care tocmai a murit, oferindu-se, pe langa 
circumstantele de achizitie, detaliile biografice ale presupusului autor. Prefata actoriala fictiva 
implied prezenta autorului in text ca personaj, Caspar si I.P.C. aflandu-se in aceasta situatie, 
desi identitatea autorului ramane ambigua, fiind complicate de suprapunerile succesive de 
personaje si identitati. Textul prefatat poate fi confiscat, imprumutat sau preluat de prefatator, 
fiind instrumentat din prefata cu functie de interfata a sistemului textual impreuna cu paratextul 
editorial, autorul facand o demonstrate a „efectului pervers al paratextului” 13 . 

Conform lui Genette, paratextul alograf, autentic sau fictiv poate fi folosit ca suport al unei 
cauze, al unui manifest 14 , avand uneori rolul de discurs funebru dupa moartea autorului. Textul, 
redactat, conform marturisilor din Cuvant inainte, in 1994, ca o „autobiografie de uz strict 
personal” 15 , a suferit interventii si modificari, prefatatorul precizand faptul ca, „in locul 
numelui fictiv al personajului am pus peste tot propriul meu nume” 16 . Tot aici se specified 
faptul ca manuscrisul a fost autentificat de notar, care avea obligatia de a-1 ceda profesorului 
I.P.C., prietenul din tinerete al lui Caspar Stolzius. Prietenia este evidentiata, pe de-o parte, in 
Prefata semnata de profesorul I.P.C. de la Universitatea din Lombrosa, unde Caspar este 
prietenul, pe de alta parte, in Cuvant inainte , unde I.P.C. este „prietenul meu din tinerete” 17 . 

Suntem martorii situatiei in care cei doi prieteni se prefateaza reciproc, existand doua 
prefete dispuse in oglinda, in care cititoarea descopera conceptul de „act prefatorial care se 
oglindeste si se imita pe sine” 18 . Adevaratul autor, incert, se proiecteaza pe sine si actul scrierii 
in text, punand in scena euri fictionale, autopercepandu-se si autodescriindu-se in procesul 
scrierii. In acest fel, este semnalata o „trecere de partea cealalta a oglinzii” 19 , in spatiu 
heterotopic sau in moarte, avand in vedere implicatia decesului personajului Caspar Stolzius si 
a lui Culianu. 

Autorul realizeaza o integrare conceptuala paratextuala prin suprapunerea spatiilor mentale 
sursa reprezentate de fiecare paratext, rezultand o structura emergenta noua in care Culianu se 
suprapune peste Caspar, situatia complicandu-se prin suprapuneri succesive cu Paret sau 
Smith, la nivel textual. Strategia de oglindire reciproca complied scenariul narativ, conform 
Cuvantului inainte, scopul experimentului fizic 20 replicat la nivel literar fiind generare de 
complexitate, „nivelurile fictionale jucand aici rolul unor oglinzi deformante si paralele care se 
pun una pe alta in abis” 267 . 

Marturisirea din Cuvant inainte este confirmata de dezmintirea facuta in Prefata, fiind 
sustinuta si intarita printr-o serie de detalii care confirma faptul ca adevaratul autor al romanului 


11 Gerard Genette, Paratexts: Thresholds of Interpretation, op. cit, p. 278. 

12 Ibid., p. 279. 

13 Ibid., p. 293. 

14 „Opera prefajata devine pur §i simplu pretextul unui manifest, a unei confidence, a unei reglari de conturi” [tr.n.], Ibid., p. 
271. 

15 loan Petru Culianu, Tozgrec, op. cit., p. 205. 

16 Ibid. 

17 Ibid. 

18 Gerard Genette. Paratexts: Thresholds of Interpretation, op. cit., p. 292. 

19 Ibid. 

20 Culianu pare a pune in practica, la nivel literar, experimentul cu oglinzi realizat de Michelson §i Morley: „Sa ne imaginam 
doua oglinzi dispuse pe un corp solid cu fetele reflectante orientate una spre alta”, Albert Einstein, Teoria relativitafii pe 
infelesul tuturor, traducere din germana de Ilie Parvu, Bucure§ti, Humanitas, 2006, p. 54 
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ar fi Caspar Stolzius. Cele doua paratexte se completeaza reciproc, oferind doua identitati 
biografice separate, legate de o prietenie de tinerete, cei doi fiind tineri europeni exilati care 
emigreaza in SUA. Prin aceste jocuri, se realizeaza multiple dialoguri intre paratexte, precum 
si intre prefete si texte. 

Unul dintre efectele perverse ale paratextelor este inversiunea realizata in cursul 
suprapunerii Caspar-Culianu, unde primului i se include in biografie decesul in jural varstei de 
patruzeci de ani, dupa o activitate stiintifica apreciata, fiind autorul a cincisprezece volume de 
studii si a peste o suta de articole stiintifice publicate. Cealalta suprapunere, intre Culianu- 
Caspar si Tozgrec mitic-Tozgrec modem, rezulta intr-un Culianu-Tozgrec, emigrantul 
intelectual devenit cetatean al lumii, realizand schimburi culturale multiple intre Europa de Est 
si Europa de Vest, precum si intre Europa si SUA. 

Paratextele ofera cititoarei, pe langa dezmintiri si detalii de achizitie, o serie de strategii de 
lectura si procesare textuala. De asemenea, anunta inversiunea identitatii si transferul unui 
document prin intermediul unui cabinet notarial, trasand, in acelasi timp, doua axe spatiale - 
Europa de Est-Europa de Vest si Europa-SUA - pe care evolueaza personajele, la care se 
adauga axele temporale reprezentate de inceputul secolului al XX lea si sfarsitul acestuia. 
Discursul romanesc devine, astfel, un pretext pentru accesibilizarea Estului European 
comunist, provocand dezbatere pe baza asemanarilor si deosebirilor culturale, politice, sociale 
dintre Europa comunista si democrats, precum si intre continentul european si cel american. 

Romanul solicits mobilitatea cognitivS a cititoarei prin tehnicile narative utilizate, iar prin 
tematica tratatS o ajutS sS se repozitioneze in context real, intr-o lume in continuS schimbare, 
modificandu-i modul de raportare la realitate. Fenomenele narative sunt complementare unei 
realitSti globale fSrS granite, pregStind cititoarea si avertizand-o in privinta similaritStilor si 
diferentelor temporale si spatiale dintre trecut-prezent, Est-Vest, Europa si SUA. Liminalitatea, 
starea de prag si dificultStile de adaptare, in momentul trecerii dintr-o parte intr-alta, sunt 
sugerate prin schimbSri bruste de perspective, inversiuni, proiectii retrospective, fragmentarea 
de suprafatS a romanului imitand fragmentarea lumii. 

In acest context, exilul este considerat un „dezastru” 21 , greutStile vietii trSite in strSinState 
fiind descrise detaliat („Privatiunea extrema, lipsa de libertate, asteptarea, moartea, simtise 
crescandu-i, da, crescandu-i intelegerea lumii, care-si infigea radacinile in fiinta sa, facandu-i 
rau, tot mai rau” 22 ). Romanul Tozgrec marcheaza recurenta secventei ingroparii propriului 
cadavm in spatiul oniric, a sacului si a sticlei de lapte, importate din povestirea Raul Selenei 23 . 
In roman, cuvantul ’’Strainul” 24 este in mod intentionat subliniat prin italice, pentru a sugera 
„particularitatile conditiei de exilat” 272 , strainul fiind haituit spre centml labirintului, ”unde 
cadavrul lui nu risca sa fie descoperit de nimeni” 273 . 

Dificultatile exilului par a genera tendinte suicidare („Nu e numai mizeria si nesiguranta 
la care te vezi cel mai adesea expus, e un intreg univers care se prabuseste, chiar si la cei mai 
putemici dintre noi”) 274 . Riscurile vietii in strainatate si diferentele sociale dintre Est si Vest 
sunt evidentiate prin starea de izolare si parasire: 

„In Occident, esti abandonat propriei tale singuratati, nu e nimeni care sa se ocupe de 
tine, poti sa mori ca un caine pe s trad a... Sloganuri care, fireste, aveau interpretari 
diferite de o parte si de alta a Cortinei de Fier, dar carora jiecare exilat le verified la 
inceput seriozitatea. Rar se intalneste vreun fugar care sa nu fi nutrit ganduri suicidare 
in timpul primilor ani de exil, fie si numai pentru a le indepdrta imediat” 25 . 


21 loan Petm Culianu, Tozgrec, op. cit., p. 192 

22 Ibid., p.381. 

23 Ibid., p. 380 

24 Ibid., p. 224, p. 226. 272 Ibid., p. 198 . 273 Ibid., p. 100 274 Ibid. 

25 Ibid., p. 198 . 276 Ibid., p. 230. 277 Ibid., p. 400 
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Exilatul nefericit este tanarul Jean, plin de nevoi si lipsuri, avand bani doar de „paine, hartie 
si cemeala” 276 , care pleaca din tara la 22 de ani, ca si Culianu, traind o stare de deznadejde in 
exil. In urma comparatiei cu viata in Occident, comunismul primeste o conotatie pozitiva 
(„comunistii erau mai buni decat califomienii intrucat nu grabeau sfarsitul lumii prin droguri, 
violenta si prostitutie” 277 ). Personajele resimt din plin socul capitalismului, mediu propice 
consumului de droguri, a practicarii si frecventarii prostitutiei, spatiu decadent, promiscuu, 
unde totul este de vanzare, populat cu „betivi si prostituate” 26 inghesuiti in localuri si hoteluri 
intunecoase, inecate in fum, si chiar bordeluri, reprezentand heterotopia extrema, dupa 
Foucault. 

Imaginea simbolica a capitalismului devine labirintul, o arhitectura concentrica dispusa la 
marginea desertului, ’’locuit spre exterior de cativa fugari si prostituate” 279 , in al carui centru 
”nu se aventureaza nimeni” 280 . In capitalism, ’’conditia umana e searbada, iar spatiul lumii o 
inchisoare” 27 , scopul sistemului fiind ”de a crea iluzia unui spatiu de libertate” 28 . 

Lumea capitalists este creionata ca „un bun comercial” 29 , pentru ca, fireste, „ce poate avea 
un gringo mai sfant de nu propriul sau capital, propria sa marfa?” 30 . Intalnim si ipostaza lumii 
ca un „cadavru descarnat” 31 sau lumea vazuta ca o „tarfa” 32 . In acest context, autorul dezbate 
probleme socante si controversate ca legalizarea prostitutiei si a consumului de droguri in 
comunitatea din Lombrosa. Autorul codifica simbolic imaginea lumii intr-o cladire, in care 
patria sa devine o camera, colocatarii Find diversi din punct de vedere etnic, religios, rasial si 
cultural, vorbindu-se aici despre spatiul sovietic, american, britanic, olandez, mexican. Astfel, 
viata si religia sunt vazute ca niste programe, lumea fiind inteleasa si ca proiectie, caz in care 
exista o realitate sociala si una individuals. In acest cadru, ’’oamenii sunt programati sa 
reactioneze intr-un anume fel la toate stimulurile, astfel incat societatea se autoregleaza si 
distruge din corpul ei orice parte neconforma cu intregul” 33 . Spatiul romanesc este bipolar, 
fiind impartit, pe de-o parte in lumea onirica a fantasmelor si viselor, iar pe de alta parte in 
lumea diurna, curenta, a realitatii fizice, sectionata spatial in Estul comunist si Occident. 

Diferentele dintre Est si Vest sunt vizibile in descrierea localitatilor Lombrosa din SUA si 
Potverdorrie din Olanda, cu politicile lor de imigratie, expulzarile, problemele curente ale unei 
comunitati internationale. Una dintre cele mai grave chestiuni este munca depusa de exilati 
pentru a supravietui, mentionata si in interviurile acordate de Culianu de-a lungul timpului. In 
romanul Tozgrec, pentru a trai si a-si plati facturile, profesorul universitar lucreaza ca sofer de 
taxi, in roman, se propaga o obsesie pentru fluturi si orhidee, care, pe langa starea de 
vulnerabilitate, sugereaza o conexiune intertextuala cu studiul Declinul Occiclentului semnat 
de Oswald Spengler ( Omenirea, totusi, nu are nici scop, nici idee, nici plan, mai mult decat o 
familie de fluturi sau de orhidee 34 ). 

Romanul Tozgrec confine insertii biografice evidente prin divulgarea de date personale ale 
autorului („Autorul romanului intitulat Tozgrec imi era un prieten scump si un tovaras de exil. 
Fusese, pe vremea mea, cel mai stralucit student al Universitatii din B.” 35 . Tot in acest context, 
sunt discutate „conditiile politice din tara” si obstacole intampinate acolo, „aceasta instanta de 


26 Ibid., p. 15 7 279 Ibid., p. 97 280 Ibid. 

27 Ibid. 

28 Ibid., p. 101 

29 Ibid., p. 401 
Ibid., p. 306 

31 Ibid, p. 385 

32 Ibid., p. 384 

33 Ibid., p. 101 

34 Oswald Spengler, The Decline of the West. Form and Actuality, authorized translations with notes by Charles Francis 
Atkinson, Alfred A. Knopf, 1926, p. 21. 

35 Ibid, p. 389 
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care aveai sa te lovesti de indata ce vei fi dorit sa devii scriitor sau chiar orientalist” 36 . Indiciile 
biografice continua cu coordonate cronologice si spatiale diverse: 

In august 197..., m-am mutat intr-un or as de provincie a carui universitate imi oferise o 
bursa de studiu. Dintr-o neglijenta caracteristica pentru administrate din acea tara 
meridionala, nu am fast informat ca universitatea n-avea sa se deschida decdt la 1 
septembrie ” 37 . 

Experientele neplacute sau periculoase sunt redate simbolic prin ideea de „cosmar”, 
recurenta in cadrul operei 38 . Tema manipularii politice si a controlului maselor analizata in 
studiul Eros si magie in Renastere este prezenta in expresia „manipularea maselor” 39 si ideea 
de impartirea a Europei in „zone de influenta” 40 , dar si in motivul iluziilor ca marfa, controlul 
mintilor prin fantasme si iluzii, cel mai bun exemplu in acest sens Hind mitul si proiectul media 
Tozgrec, considerat un „fenomen de iluzie colectiva” 41 . in plus, in societatea modema, 
controlul viselor pare a fi realizat prin ingerarea narcoticelor. Sunt importate anumite personaje 
magice - misticul musulman, rabinul taumaturg, personajul reprezentant al statului magician 
fiind, in acest caz, mosneagul misterios, aparut in urma unei invocari magice, de fapt, „parte 
din politia secreta” 42 , caracterizat de „viclenie” 43 . Autorul descrie amanuntit o serie de 
experimente de magie puse in practica de tanarul Jean si prietena sa Eve, manati de curiozitate. 
O alta tema recurenta este cea a stiintei ca mit, aceasta Hind perceputa ca „pain-killer, un 
tranchilizant” 44 . 

in Tozgrec , Culianu recurge la descrierea Universului ca masinarie cosmica propusa de 
Edgar Morin (’’imensul si prodigiosul univers al sorilor-masini, motoare salbatice, masini vii 
si chiar mega-masini antropo-sociale care 1-au generat” 45 ), reluat in roman in afirmatia „tot ce 
traieste este un soi de masina” 46 . Influenta lui Morin asupra lui Culiau a fost demonstrata in 
studiul Introducere in opera lui loan Petru Culianu. Sistemul de gandire 47 . 

Acest concept permite autorului sa insiste asupra „secretului materiilor organice, ceea ce 
noi numim viata, dar care nu e decat o modalitate extrem de economica de a construi masini 
durabile si rezistente” 48 . Culianu introduce in roman si tema multidimensionalitatii („exista 
atatea universuri cate fire de nisip” 49 ), autorul fiind convins ca ar exista si civilizatii 
extraterestre fonnate din „alte tesuturi” 50 decat cel biologic uman, deoarece „cosmosul e plin 
de civilizatii” 51 . Conceptul de multidimensionalitate a naturii, prezent in „ideea naturii 
dimensionale”, certitudinea existentei civilizatiilor extraterestre si a „naturii proteice” 52 par a 


36 Ibid., p. 388 

37 Ibid., p. 212 
3S Ibid„ p. 213 

39 Ibid., p. 345 

40 Ibid., p. 191 

41 Ibid., p. 141 

42 Ibid., p. 250 

43 Ibid., p. 249 

44 Ibid., p. 286 

45 Edgar Morin, Method. Towards a Study of Humankind, op. cit., p. 169 

46 Ibid., p. 261 

47 Adriana Dana Liste§ Pop, Introducere in opera lui loan Petru Culianu. Sistemul de gandire, op. cit., pp. 28-29. 

48 Ibid., p. 261 

49 Ibid., p. 161 

50 Ibid. 

51 Ibid., p. 161 

52 Ibid., p. 243 
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fi compatibile cu viziunea gandirii magice medievale si renascentiste. Acest demers ii permite 
inserarea unei comparatii intre stiinta modema, cea medievala si stiinta renascentista. 

Autorul atinge si tema inteligentei organice si a celei artificiale, a tesutului biologic si a 
memoriei artificiale, mentionate in articolele stiintifice. In acest context, creierul este prezentat 
ca un „computer organic” 53 , ca „aparat de inteligenta organica” 54 , discutandu-se si despre 
„memoria artificiala” 55 . De asemenea, romanul abordeaza si tema informatiei cromozomice” 56 , 
a manipularii genetico-biologice, din punctul sau de vedere fiinta umana fiind o incrucisare 
dintre o maimuta si un papagal. 

Romanul Tozgrec este racordat la opera, solid ancorat in arhitectura sistemica prin prezenta 
bibliotecii ideale, un hibrid al informatiei tiparite si digitale, extinsa spatial pe mai multe etaje, 
dotata cu un computer in care sunt stocate „peste un milion de carti microfilmate”, care poate 
stabili „legaturi cu omologii sai situati in cele mai mari biblioteci din lume” 57 . Din perspectiva 
fragmentaritatii, romanul Tozgrec, constituit din cele patru variante, este un roman ansamblu, 
o masinarie literara, o multiplicitate 58 . Dupa Deleuze and Guattari, fragmentaritatea confera 
romanului un nou tip de unitate, transformand-o intr-un sistem ce formeaza un rizom cu lumea. 
Autorii percep cartea ca pe un organism fara organe, structurat din „linii de articulare sau 
segmentate, straturi si teritorii; dar si linii de zbor, miscari de deteritorializare si 
destratificare” 59 . 

Cele patru variante sau platouri sunt conectate prin personajele recurente, numele Mekor 
Haym, Lea si Tozgrec fiind prezenti si in Pergamentul diafan, in timp ce Elis si Ceria sunt 
personaje ce dateaza din perioada Artei fugii. Functia lui Tozgrec ratacitorul este de a lega 
variantele, coagulandu-le in jurul lui. Recurenta personajelor si miscarea acestora in plan 
spatial, circuland dintr-o parte intr-alta, unesc fragmentele textuale in felul in care oamenii care 
calatoresc unesc continentele. Impresia de dinamism este data de traiectoria personajelor, 
urmarita ca pe o tab la de joc, personajele fiind dispuse pe doua axe, in patru puncte cardinale. 
Actiunile personajelor sunt suprapuse cu crime si infractiuni, urmate de investigatii 
international. 

O alta metoda de legare a sistemului rizomatic este instrumentarea paratextuala prin 
practicile prefatoriale. In Prefata, romanul este considerat „povestirea nebuniei secrete” 60 a 
profesorului Caspar, ce nu se incadreaza in nici o categorie arhitextuala, pentru ca „nu e un 
roman realist, nici nerealist, nici oniric, nici altfel. Demareaza ca un text fantastic si se continua 
printr-o povestire politista care se parcurge fara efort. E o elucubratie, desigur, dar nu e deloc 
science-fiction si contine cateva idei interesante, desi absurde” 61 . Toate aceste strategii 
paratextuale functioneaza ca o fanta deschisa cititoarei, pentru a-i permite vizualizarea 
atelierului de creatie a autorului. 

Scopul acestor instrumentari si manipulari paratextuale este, dupa Genette, de a oferi 
cititoarei oportunitatea de a „deveni colaboratoare in constructia literara” 62 . O parte dintre 
paratexte functioneaza ca „incidente de frontiera” 63 explicate de Genette ca schimburi, 


53 Ibid., p. 283 

54 Ibid., p. 263 

55 Ibid., p. 161 

56 Ibid., p. 262 

57 p. 280 

58 „0 carte n-are obiect, nici subiect; este facuta din mai materii variate formate §i foarte diferite date §i viteze” [tr.n.], Gilles 
Deleuze, Felix Guattari. A Thousand Plateaus. Capitalism and Schizophrenia, Minneapolis, London, University of 
Minnesota Press, 2005, pp. 3-6. 

59 Ibid. 

60 loan Petru Culianu, Tozgrec, op. cit., p. 199. 

61 Ibid. 

62 Gerard Genette, Paratexts: Thresholds of Interpretation, op. cit., p. xxi. 

63 Gerard Genette, Introducere in arhitext. Ficfiune yi dicfiune, op. cit., p. 159. 
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imprumuturi sau contaminari intre regimul factual si cel fictional, menite sa dezorienteze 
cititoarea in actul lecturii. In ceea ce priveste atelierul de creatie, autorul marturiseste ca resimte 
repulsie fata de literatura si fictiune in afirmatia categorica „literatura ma dezgusta. Nu vreau 
sa fac literatura” 64 dispusa in Introducere. Declaratia este reluata in forma „repulsia fata de 
povestirea literara” 65 , autorul grabindu-se sa precizeze, precaut, in aceeasi pagina, faptul ca 
„acest roman nu este, propriu-zis, o opera de fictiune, desi chiar asa pare a fi” 66 . 

Desi romanul poate fi consecinta si ”rodul unei fantezii nestavilite, de nu chiar 
dereglate” 321 , scrierea necesita aplicarea ’’etichetei de fictiune”, din cauza gravitatii 
informatiilor divulgate („Ceea ce povestesc eu este atat de scandalos pentru constiinta omului 
de astazi, incat trebuie sa-i punem romanului meu, preventiv, eticheta de fictiune”) 67 . Atelierul 
literar este deschis cititoarei si in adnotarile marginale ale autorului („de gasit titlul” 68 , ”de 
modificat’ ,324 si alte interven 69 tii asupra textului (”pasaj taiat in original cu o linie continua, 
orizontala” 325 , ’’Intregul text dintre parantezele patrate este bifat cu mai multe linii oblice in 
manuscris” 70 ). In romanul Tozgrec, descoperim si conceptul de carte refuzata 71 , romanul fiind 
explicat ca „fictiune abil deghizata in ancheta jurnalistica” 72 , intr-o lume care 
’’desensibilizeaza”, unde oamenii ”devin niste cadavre ambulante”, situatie in care scriitorul 
poarta responsabilitatea de a-i ajuta (’’Responsabilitate: trebuie sa fie sensibilizati, sa li se redea 
o speranta (realizabila) intr-un viitor mai bun” 73 ). 


64 loan Petm Culianu, Tozgrec, op. cit., p. 211 

65 Ibid., p. 391 

66 Ibid., p. 391 

67 Ibid. 

68 Ibid., p. 241 

69 Ibid., p. 390 

70 Ibid., p. 388 

71 Ibid., p. 231 

72 Ibid., p. 395 

73 Ibid., p. 388 
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TRANSLATING THE WOUNDS OF THE BIAFRAN WAR 
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Abstract: The Biafran War (6 July 1967 - 15 January 1970) wounded deeply the Nigerian nation. 
The continuous fight among political exponents triggered a bloodshed ending in millions of deaths and 
a social and political nightmare. Hatred and distrust fragment the national conscience of Nigeria, and 
the would-be reconstruction of the post-war period came as a further proof of the profound levels of 
anomy in which the war had thrown “the African giant. ’’ Those years have drawn a dramatic canvas in 
which children with deep sad eyes die without having lived, mothers out of their minds caress the heads 
without bodies of their children, and politicians continue to make promises not meant to be fulfilled, a 
period of de-fragmentation and meaninglessness, a social turmoil in which not only the weapons wound, 
but also the empty look in the eyes of the executioners. Wole Soyinka foresaw the perils of yet another 
armed conflict in a country already crushed by political belligerences and social incongruity and in his 
novel Season of Anomy (1973) Wole Soyinka exposes the darkness in which the social actors live their 
fears and shed their tears. Famine, malnutrition and death are coordinates on which only a deeply 
marred society may be constructed. Nigeria, the bright hope of the post-independence period, becomes 
a wild, frenzied social beast, biting its own flesh and struggling to annihilate its own identity. A harsh 
study in the consequences of war, written in the bleak conditions of a Nigerian prison, by a profound 
humanist on the brink of depression, Season of Anomy speaks with the voice of the dead, in an attempt 
to inform the present and the future of Nigeria, which must first of all heal its profound wounds, learning 
the lessons of the Nigerian genocide, in order to re-write the story of the African giant. 

Keywords: Nigerian war, anomy, genocide, Orpheus ’ myth, social elite 


Season of Anomy was published in 1973, and constitutes “a prime example of a literary 
exploration of post-traditional life-worlds”. 1 The novel is a harsh reading of the militarized state 
in Africa, as one of the choices for a post-independence society. The African “dilemma,” as 
Joseph Obi called it, revolves around the possibilities of a political program for social 
reconstruction on the background of a “predatory” state. 2 Soyinka’s later works revolve around 
the “new breed” of interpreters and their psychological and social processes of interpretation, 
channeled by “[the] messianic calling... to assume the guise of Ogun and bridge de 
contradictions”, 3 even if their attempts would fail in shaping a new social order. 

The historical context within which the question of power and its backlashes must be read 
refers to the militarized period of Sani-Abacha’s government. This violent conflict claimed not 
only the thousands of Igbos, real or perceived, in a killing spree, but also, as Robertson reports, 


1 Frank Schulze-Engler. ..African Literature and the Micropolitics of Modernity: Explorations of Post-Traditional Society in 
Wole Soyinka's Season of Anomy, Nuruddin Farah's Sardines and Tsitsi Dangarembga's Nervous Conditions.” Matatu 35 
(2007): 21-35,215-216. http://search.proquest.com/docview/21505462l?accountid= 15533 , p. 23. 

2 Joseph Obi. ..Art, ideology, and the Militarized African Postcolony: A Sociological Reading of Wole Soyinka's Season of 
Anomy.” Neohelicon XXV.2 (1998): 403-415. 

3 Brenda Cooper. „The Two-Faced Ogun: Postcolonial Intellectuals and the Positioning of Wole Soyinka.” English in Africa 
22.2 (1995): 44-69. http://www.istor.org/stable/40238810p . 57. 
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two million lives 4 in the actual war. Nnedum presents a terrifying canvas, difficult to conceive 
for the 20 th century; and these images uncannily resemble the anomy in Soyinka’s world, the 
inhumanity and regression of social structure: 

Before, during and after the Biafran war in the current Nigeria, millions 
and millions of Biafran Igbo people were rounded up in several regions, 
states, cities, towns, and villages in northern and western Nigeria and 
“slaughtered”. During the 1966 Biafran war, their young girls were first 
gang raped by scores of men and then carried to Leper colonies to be raped 
by leper patients before being killed; the Biafran nursing mothers had their 
breast cut off; while their men when caught are buried alive. Satisfied that 
the world did not react to these heinous war crimes against marginalized 
innocent people, the then Nigerian leader General Yakubu Go won declared 
a war of genocide on Biafran Igbo people - a war that made the Somalian 
Genocide look like a mere ethnic clash 5 

Even if any conflict which sacrifices the lives of the innocents is morally unjustifiable, 
this particularly bloody explosion, the Nigerian Civil War (1967-1970), was triggered by a 
number of historical events which left Nigeria in a state of confusion and social-political 
turbulence. 

After the departure of the British or British-named rulers, a regional battle started on 
ethnic grounds. The politicization of the ethnic avenue became evident in the “mere scrambling 
among the ruling regional elites for power on the basis of regional or local ethnic loyalties”. 6 
Nigeria was characterized by party fighting, corruption, electoral malpractices and economic 
retardation. On January 15, 1966, “the African giant, a title Nigerians had proudly accepted, 
seemed about to collapse... from the hemorrhage of political assassination”. 7 A group of young 
army majors (mainly Igbo officers), led by Major Chukwumma Kaduna Nzeogwu, overthrew 
the civilian government of Prime Minister Abubaka Tafawa Balewa. 8 As Perham recounts: 

“[...] I saw on a television screen the Igbo officer who had just murdered 
the Northern premier, the Sardauna of Sokoto, and his wife, still holding 
his gun and boasting of what he had done. I felt a sense of horror and 
foreboding as I seemed to visualize all the terrible results which might 
follow, now that with the multiple murders of that night the keystone of 
the federal arch had been struck out”. 9 

The same feeling of foreboding plagues Season of Anomy, and the horrifying details of 
death circumvent a country bleeding innocent blood in pointless crimes and hunting scenes. 


4 Ian Robertson. Society: A Brief Introduction. New York: Worth, 1989, p. 410. 

5 O.A.U Nnedum. „Etiology and Consequences of Internal Population Desiplacement in Nigeria: A Psychological Analysis.” 
Understanding Social Sciences. Ed. O.N. Oranye si N.A. Nnonyelu. Enugu: Oktek, Ltd., 2004, p. 97, quoted in Obinna, 
Ezeokana; Chukwukelue, Chine; Ugochukwu, Nnedum; Ojo, Omonijo. ..Influence of Traumatization and Category of 
"Biafran-Nigerian" Civil War Veterans on Posttraumatic Stress Disorder (PTSD) among War Survivors.” Journal of Basic 
and Applied Scientific Research 1.10(2011): 1480-1483. <www.textroad.com, p. 1480. 

6 Segun Osoba. „Ideological Trends in the Nigerian National Liberation Movements and the Problems of Nationaal Identity, 
Solidarity, and Motivation 1934-1965: A Preliminary Assessment.” Ibadan 27 (1969): 26-38, quoted in Obi, Joseph. .Art, 
ideology, and the Militarized African Postcolony: A Sociological Reading of Wole Soyinka's Season of Anomy.” Neohelicon 
XXV.2 (1998), p. 405. 

7 Margery Perham. ..Reflections on the Nigerian Civil War.” International Affairs (Royal Institute of International Affairs 
1944-) 46.2 (1970): 231-246. 14 June 2014. http://www.istor.org/stable/2613824 , p. 231. 

8 Kevin Shillington (ed.). Encyclopedia of African History. Vol. 2. New York-London: Taylor & Francis Group, 2005, p. 
1113. 

9 Idem , p. 232. 
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The tensions in the country became deeper and bloodier. The assassinations, the structure of 
the group of conspirators, and the politics of the military government brought to power 
nourished an anxious belief in conspiracies ethnically orchestrated, “an Igbo bid to dominate 
Nigeria” 10 and the Hausa-Fulani factions (Northern Nigeria) of the army and the Northern 
population exploded in a countercoup, on 29 th July of the same year, drawing another scarlet 
scar in the face of Nigerian history. Numerous Igbo officers and civilians were killed in Lagos, 
Ibadan, and Abeokuta. The parallels between the bloodshed of this action and the ruthless army 
troops and the hordes of savage civilian lynching for pure pleasure in Season of Anomy are 
striking. The massacres of Igbo in northern cities, followed by a desperate retreat of the 
civilians, ruled out the concept of “one Nigeria” (Encyclopedia, loc. cit.), at least from Igbo’s 
point of view. Hatred and lack of trust replaced the openness of the past relations between Igbo 
and the northern Nigerians. 

“The Biafran appeal to our emotions came from the repeated pictures, not 
only of dead or dying men and women, but, even more penetrating, of small 
children with swollen stomachs and stick-like limbs who sometimes 
appeared to look straight at the viewer with a last cry for help” * 11 

On May 30, 1967 the Eastern region, dominated by Igbo segment, led by its governor, It. 
colonel Odumegwu Ojukwu, announced its secession from the Nigerian federation. The state 
of Biafra is born. By July 6, the Nigerian state declared war to the rebels, triggering a historical 
event which was to haunt the international social space for decades. 

It was a genuinely global event. Whether in its estimated one to three 
million deaths (Falola, Toyin; Heaton, Matthew 158), its implications for 
secessionist movements and political stability in Africa, its role as a 
crucible of contemporary humanitarianism or subject matter for famous 
African novelists, the war was widely regarded as a watershed in the 
postcolonial global order. 12 

As witnessed by scholars present in those years in Nigeria, Biafrans were being killed 
only based on their identity. One of the survivors of Polish genocide as a child, who was 
spending two years in Nigeria for his doctoral thesis, commented: “[It was] as if the twenty- 
some years after the Second World War had been compressed into a few minutes. The 
Holocaust monster was on the prowl again, and it was no use trying to escape its implications 
in Africa or elsewhere”. 13 As an expert on problems of Biafran event, Melson underlined that 
the conflict was not the product of a racial ideology, but a context for a pervading need of self- 
determination triggered and sustained by the tensions of a post-colonial nation and the search 
for a “modern nationalist ideology”. 14 

The view on the Nigerian events is far from being unanimous. The reports were 
contradictory and some observers on the field even testified that there is no solid evidence 
leading to the label of genocide or systematic destruction of the property of an ethnic or 
religious group. Nevertheless, there was enough evidence of famine and death by illnesses and 


10 Ibidem. 

11 Perham, Margery. ..Reflections on the Nigerian Civil War.” International Affairs (Royal Institute of International Affairs 
1944-) 46.2 (1970): 231-246. 14 June 2014. http://www.istor.org/stable/2613824 . p. 231. 

12 Lasse Heerten, Dirk Moses. Journal of Genocide Research 16.2-3 (2014): 169-203. 
http://dx.doi.org/10.1080/14623528.2Q14.936700 . p. 169. 

13 Robert Melson. „My journey in the study of genocide.” Pioneers of genocide studies. Ed. Samuel Totten si Steven Jacobs. 
New Brunswick, NJ: Greenwood Press, 2002, p. 142. 

14 Lasse Heerten; Dirk Moses, op. cit.. p. 182. 
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malnutrition as a direct result of the war. 15 On the other hand, as Nwanne Okafor underlines, 
“other independent observers such as Stephen Lewis who was a visiting Canadian Member of 
Parliament were of the opinion that there was genocide during the war.” 16 

At a psychological and social level, the experience of war or political, ethnical, and social 
violence are viewed as deeply traumatic for all categories, women, children and men. Citing 
Stavrou, the sociologists Eke Chijioke Chinwokwu and Sylvia Kaka Arop underlined: 

Research shows that 60-80% people exposed to war and political violence 
directly or indirectly suffer symptoms of posttraumatic stress. Research 
findings also indicate that mere living in a violent prone area where the 
media is filled with images and reports of horrible violence destruction as 
we are witnessing in Nigeria presently can result in people experiencing 
symptoms of posttraumatic stress. More importantly, children are more at 
risk than adults during political violence and war. Researches findings 
indicate that 80% of children had symptoms of posttraumatic stress 
disorder one to two years later 17 

The war ended in January 1970. The Gowon regime (brought down on July 29, 1975) 
profited of the oil boom of the mid-seventies to entertain a huge aggregate of opportunists, 
power-misusers, heinous politicians, functioning on the aggregate growth indices Nigeria has 
been recording. The vast network of bureaucrats, political coteries, and gigantic projects 
without realist coverage was meant to protect the mighty ones, leaving the humble citizen at 
the mercy of the government. Nigeria was overwhelmed by violence determined by the nature 
of political structure, leaving in its wake bitterness and mistrust in a Nigerian national identity. 
Although conflict is inherent in human societies, not all conflicts, be they of ideological, 
political, or religious nature, have ended in war. Unfortunately, in Nigeria, different types of 
conflicts have most times ended in great casualties. 

Soyinka predicted the development of post-war Nigeria. A war fought solely on the 
grounds of “national boundaries”, without an ideological, social, cultural foundation, ruled out 
any improvement of the social or political scene. Soyinka warned that “the ramifications of an 
alliance of a corrupt militarism and rapacious Mafia in society are endless and nearly 
incurable”. 18 And elsewhere: 

“[...] they (the postcolonial rulers) were more concerned with the 
mechanisms for stepping into the shoes of the departing colonial masters, 
enjoying the same privileges, inserting themselves in that axial position 
toward the rest of the community. I saw the most naked and brutal signs of 
alienation of the ruler from the ruled... And I realized the enemy within 
was going to be far more problematic than the external, easily recognized 

99 19 

enemy. 

As Obi underlines, “the Nigeria of Season was characterized by neopatrimonialism 
involving sectional elites. The state - distributive and privatized, and run by a 


15 J.A. Nwadike,. A Biafran Soldier's Survival from the Jaws of Death. Xlibris Coiporation, 2010, p. 26. 

16 Okafor, Nwanne. Victimization During the Nigerian War. Master Thesis. Tilnurg, 2014, p. 24. 

17 Eke Chijioke Chinwokwu, Sylvia Kaka Arop. „Socio-Psychological Effects of Political Violence and War on Gender in 
Nigeria.” Mediterranean Journal of Social Sciences 5.26 (2014): 44-50. <10.5901/mjss.2014.v5n26p44>, p. 44. 

18 Soyinka, Wole. The Man Died. London: Rex Collings, 1971, p. 182. 

19 Jaggi, Maya. „Wole Soyinka: Lamenting Nigeria's peculiar mess.” World Policy Journal 11.4 (1994). 
http://search.prociuest.com/docview/232591881 ?accountid= 15533 . p. 1. 
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military/bureaucratic oligarchy - existed for private gain, hence those competing factions 
invoked all forms of alliances and primordial appeals to control it.” 20 

For Soyinka, and other writers on the Biafran war, its horrors, and its aftermath, like 
Chimamanda Ngozi Adichie (Half of a Yellow Sun), relevant is the voice of the dead, and the 
answer to the question how could such meaningless deaths justify the emergence of a better 
state of the nation. 

Season of Anomy is part of Soyinka’s tetralogy on the Nigerian war, together with The 
Man Died, A Shuttle in the Crypt and Madmen and Specialists, not only because they share the 
same themes, but also because of the horrifying world they describe, in which sanity and 
normality are only the markers of the historical disease. 

Some analysts proposed that war trauma, indeed the concept of trauma more generally 
viewed, would derive from a specific cultural orientation, defined in western terms, and its 
relevance to nonwestern communities may be limited. This is to say that trauma is culturally 
informed, “in its concepts and interventions”. 21 Nevertheless, such a view does not take into 
account the pain, the loss, the alienation, and the dehumanizing variable of the individual, 
accounting for the universality of the concept of trauma. What presents interest for the present 
analysis is the way in which the concept of trauma of war regains its power, its universality, in 
Soyinka’s war novel, Season of Anomy. 

Like all Soyinka’s works, informed by a deeply mythological perception of the social, the 
novel has its roots in Orpheus’ myth, Ofeyi’s journey being equated with Orpheus’ quest for 
his wife, his descending into hell and the perils with which the challenger of gods must confront. 
Nevertheless, if Orpheus’s quest is the quest of a unique individuality, Ofeyi’s quest goes 
beyond “the need to seize for himself the enormity of what is happening, of the time in which 
is happening”. 22 His quest is a shared journey through a shared history, and “the meaning of the 
event... lead me to a new understanding of history.” 23 

Soyinka wrote Season of Anomy during his incarceration, between the lines of the books 
brought to him by his friends in prison. This could be considered the moment of his re-definition 
as a writer, as a “myth-maker”, as one author called him, 24 and as an individual anchored at the 
immediacies of his country. As Biodun Jeyifo argues: 

The Man Died and Season of Anomy are the first harvests of [the] 
development of Soyinka’s writing and between them they show the 
extremes of the artistic and ideological effects and consequences of this 
pattern. 25 

The anger and desire of revenge transpire in Soyinka’s Season of Anomy, and the 
mediation of the artistic form, or, better said the lack of it, is the expression of an overwhelming 
strive to punish through language. This is one of the reasons why some authors considered that, 
without a basic knowledge about the historical events presented by Soyinka in Season of 
Anomy, namely the Nigerian war and its aftermath, the reader feels at a loss of understanding 
the crucial points of the novel. The deep roots of Soyinka’s psychological pain leave no room 


20 Joseph Obi, op. cit., pp. 405-406. 

21 Patrick Bracken, Petty Celia. Rethinking the Trauma of War. London: Free Associaation Books, 1998, quoted in 
Whitehead, Anne. „Joumeying through Hell: Wole Soyinka, Trauma, and Postcolonial Nigeria.” Studies in the Novel 40.1&2 
(2008): 23-30. 

22 Wole Soyinka, Season of Anomy.Rex Collings, 1973, p. 218. 

23 Ibidem. 

24 Lindfors, Bernth & Kothandaraman, Bala, ed. The Writer as Myth Maker. South Assian Perspectives on Wole Soyinka. 
Trenton-Asmara: Africa World Press, Inc., 2004. 

25 Jeyifo, Biodun. Wole Soyinka: Politics, Poetics and Postcolonialism. New York: Cambridge University Press, 2004, p. 

179. 
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for well-wrought narrative discourse, better said, for “logical” course of his prose. Deeply 
marked by the atrocities he witnessed and by his unjust imprisonment, with all the degrading 
and the dehumanizing conditions of a Nigerian prison, Soyinka will transform writing in a 
“personal vengeance... [but also] a commitment to justice... for humanity at large, and assumes 
some ideological dimension in the novel which issued from the same context and inspiration” 
(Oladitan 14, qtd. in Rajeshwar 184). 26 
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TRAUMA AS A MYTHICAL VOYAGE IN WOLE SOYINKA'S “SEASON" 
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Abstract: Wole Soyinka’s fiction is defined by the tragedies of the Biafran War (6 July 1967 - 15 
January 1970), by the pointless political struggle, with coups changing nothing, corruption and an 
exhaustive alienation within the Nigerian society. Chanting to only one god, personal wealth, the 
representatives of the nation deepen the anxiety and the uncertainty the commoner must endure. While 
Wole Soyinka’s first novel, The Interpreters (1965), reveals, beyond the sharp irony, an abiding hope in 
the light of the future, his second novel, Season of Anomy (1973), is an undisguised cry of pain, 
disillusionment, and fury, doubled by a sense of futility. Written in a period marked by Soyinka’s 
imprisonment, the novel tries to draw a certain equilibrium from old powerful myths, Orpheus ’journey 
in the underworld, and Ogun’s myth, the continuous struggle to translate the gods ’ will to the obtuse 
human beings. The novel is marked by an existential sadness, not unlike the mood of the Nigerian nation 
of that period. Where The Interpreters employs an ironic smile in its attempts to propose a strategy for 
surpassing the social and economic chaos Nigeria has fallen victim to, Season of Anomy crawls amidst 
dead, wounded, pained and insane, turning all its hopes to a god sensitive to words and music. The 
anomic character of the Season lives the horror, suffers the pain, and his answer is the answer of an 
artist hoping that his translation of the event would somehow modify its consequences. A similar 
desperation, incongruous and obnubilating, creeps in and out Soyinka’s memoirs, The Man Died. Prison 
Notes (1972), a statement of a hurt human being, crying out his disillusionment in humanity, in the 
meaning of life, in the order of sanity. It is, like Season of Anomy, and so much more, the result of a 
deep trauma, the perish of a philosophy, but at the same time, the birth of a new perspective on the role 
the African artist must play in re-structuring his/her society. 

Keywords: Nigerian war, anomy, genocide, Orpheus’ myth, social elite 


Wole Soyinka’s The Man Died. Prison Notes (1972) is a written expression of hate and 
fury. Detained for eighteen months during the Biafra War, of which fifteen months in solitary 
confinement, Wole Soyinka has written his memoires between the lines of his Idanre, smuggled 
for him by supporters or, as other sources inform, on toilet paper and cigarette wrappers. 1 The 
themes on which the memoires are based are survival, not only physical, but also of the moral 
values as humanity, integrity, justice, and the need to preserve one’s psychological wholeness. 
As Wole Soyinka highlights, his memoires are not a recipe for surviving degradation, but a 
private diary of his refuse to succumb to terror, injustice and loneliness. 

As Peter Enahoro underlines: 

Soyinka lays down his political thoughts in the manner of an enraged man 
pounding the table with his fist, which is fair enough for a writer in a 
continent where too many are only too willing to compromise and keep 


1 Lindfors, Bernth. Wole Soyinka Revisited. New York: Twayne Publishers, 1993, p. 134. 
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their political thoughts well hidden, even sometimes, one suspects, from 
themselves. 2 

The title of the volume speaks about the death of a Nigerian journalist, beaten to death 
for an alleged attack on Gowon 3 . His death acquires a metaphorical quality in Soyinka’s 
memoires, the silence of conscience’s death, the silence of the human soul when confronted 
with pure evil and not daring to challenge it. When society maintains silence, when all of them 
“wound their voices around our [the silenced] innermost guts and made each man partake of 
the brotherhood sacrament of blood and guilt and pain”. 4 What saved Soyinka from insanity, as 
he himself declares, was his camaraderie with the other prisoners, and this shared experience 
kept their humanity alive. From his prison notes emerges an obsessive need to find a meaning 
to all this “attendant human suffering” of war, because, as Soyinka shares with his readers, “[the 
war] must... be made to fragment more than buildings: it must shatter the foundations of 
thought and re-create”. 5 An organism caught in an anomic universe, in which the only certitude 
is death, must de-construct itself, in order to die or to be re-constructed, even if it will forever 
bear the scars of that tragedy. But The Man Died moves beyond being an artistic plea to 
humanism and compassion. It became the dais from which he took daring stands, making 
known his opinion about the futility of such a war, the great risks that his country was about to 
take on unsubstantiated grounds. As the author mentions: 

[...] my denunciation of the war in the Nigerian papers; my visit to the 
East; my attempt to recruit the country’s intellectuals within and outside 
the country for a pressure group which would work for a total ban on the 
supply of arms to all parts of Nigeria; creating a third force which would 
utilize the ensuing military stalemate to repudiate and end both the 
secession of Biafra, and the genocide-consolidated dictatorship of the 
Army which made both secession and war inevitable. 6 

Sprung from the deep feelings of injustice, pain, empathy with the dead and the survivors 
alike, such themes pervade the third segment approaching the event of war in African literature, 
a segment nourished by writers such as Soyinka, with a humanist approach, which went beyond 
the healing process of the creative act, and, starting from themes like the role of ideology and 
violence, tried to trigger a reassessment of social values through “a revolutionary 
transformation of society”. 7 This artistic avenue is searched by Wole Soyinka’s Season of 
Anomy (1973). 

Season of Anomy, Soyinka’s second novel, is included in the so-called “Literature of 
War,” and its theme is one of the most tragic events in history, the Biafran War. The 
introduction to the reasons (at least the official ones) and the aftermath of the conflagration, 


2 Peter Enahoro, „The Man Died.” Critical Perspectives on Wole Soyinka. Ed. James Gibbs. Boulder-London: Lynne Rienner 
Publishers, 1996, p. 239. 

3 General Gowon, the head of state in Nigeria between 1966 and 1975. 

4 Wole Soyinka, The Man Died: Prison Notes of Wole Soyinka. New York: Farrar, Straus & Giroux, 1988, p. 11. 

5 Kofi Owusu, „Canons Under Siege: Blackness, Femaleness, and Ama Ata Aidoo's Our Sister Killjoy.” Callaloo 13.2 
(1990): 341-363. http://www.istor.org/stable/293171 1 . p. 1. 

6 Wole Soyinka, 1971, quoted in McLuckie, Craig. „Literary Memoirs of the Nigerian War.” No Condition is Permanent. 
Nigerian Writing and the Struggle for Democracy. Ed. Holger Ehling si Claus-Peter Holste-von Mutius. Amsterdam-New 
York: Rodopi B.V., 2001, p. 24. 

7 Oladitan, Olalere. „The Nigerian Crisis in the Nigerian Novel.” New West African Literature. Ed. Kolawole Ogungbesan. 
London: Heinemann, 1979, p. 14. 
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brief as they are, are meant to justify the comparison of Biafran War with a “holocaust” 8,9 , and 
not only because of the high level of causalities, but also through its traumatic effects. These 
effects are explored by Soyinka, together with his quest for meaning and strategies of coping 
toward an inner balance. 

Season of Anomy is considered an intensely religious book, through the moral issues it 
analyses and the powerful echo of its ritualistic subtleties. 10 Pervaded by Soyinka’s sense of 
outrage, due to his experiences in the prison of Katuna, the novel becomes a cry for justice, 
because, as Soyinka acknowledges, “For me, justice is the first condition of humanity.” * 11 

Within his version of Orpheus myth, Soyinka advances a quest for Nigeria’s revival, a 
Nigeria deeply submersed in a coma, waiting for its people to find in themselves the strategies 
and the forces to create a future for their country. Season of Anomy is a disjunctive writing. 
Almost as if there were two novels in one. Part of the third phase of Anglophone African 
literature, the novel addresses to “a revolutionary impulse that not only demands but also 
imputes action to save the people.” 12 

The meanings of Season of Anomy are closely associated with Soyinka’s life, reflecting 
his rage and sense of helplessness in facing the ordeals not only of a wrongly imprisonment, 
but also of the chaos in which the country was forced by the decisions (political or cultural) of 
a handful of people. Soyinka tried to translate this whirl of emotions in the language of the 
myth, as if its universality was the only able to make sense of an event such as the Biafran war. 
His work, especially Season of Anomy, is well surprised in a quote of Brenda Cooper: 

His lifework has been to fashion and re-fashion the myth... if not 
ultimately to succeed in forging social harmony, then at least to offer the 
hope of individual regeneration through the enactment of ancient ritual. 

(This is particularly the case in his second novel, Season of Anomy, 
published in 1973). 13 

His central character, a poet in pursuing his vision, is, this time, “burden with a fatalistic 
temperament and a proneness to martyrdom”. 14 In Season of Anomy, the heroes are, likewise, 
oblivious to their mortality, and this aspect gave birth to a vivid polemics among Soyinka’s 
critics - that his heores are devoided by their individuality in order to become the embodiment 
of concepts - justice, freedom, society. They ressemble more to some textbook prototypes of 
social action, than to individual personalities. The consequence is that they lack humanism, and 
the reader finds it difficult to empathize with them. 


8 Melson, Robert. „My journey in the study of genocide.” Pioneers of genocide studies. Ed. Samuel Totten si Steven Jacobs. 
New Brunswick, NJ: Greenwood Press, 2002. 

9 Heerten, Lasse; Moses, Dirk. Journal of Genocide Research 16.2-3 (2014): 169-203. 
<http://dx.doi.org/10.1080/14623528.2014.936700>. 

10 Obi, Joseph. ,Art, ideology, and the Militarized African Postcolony: A Sociological Reading of Wole Soyinka's Season of 
Anomy.” Neohelicon XXV.2 (1998): 403-415. 

11 Wole Soyinka, The Man Died. London: Rex Codings, 1971, p. 95. 

12 Obiechina, Emmanuel. „Parables of Power and Powerlessness: Exploration in Anglophone African Fiction Today.” A 
Journal of Opinion 20.2 (1992): 17-25. http://www.jstor.Org/stable/l 166987 , p. 18. 

13 Cooper, Brenda. „The Two-Faced Ogun: Postcolonial Intellectuals and the Positioning of Wole Soyinka.” English in 
Africa 22.2 (1995): 44-69. http://www.istor.org/stable/40238810 , p. 57. 

14 Irele, Abiola and Simon Gikandi, The Cambridge History of African and Caribbean Literature. Vol. I. Cambridge: 
Cambridge University Press, 2004, p. 495. 

14 Jeyifo, Biodun. Wole Soyinka: Politics, Poetics and Postcolonialism. New York: Cambridge University Press, 2004, p. 
188. 
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Biodun Jeyifo, otherwise a deeply engaged advocate of Soyinka’s work, underlined the 
flaws of Season ofAnomy, which derive, mainly, from an “uninhibited release and little artistic 
mediation.” 15 

Nevertheless, it is exactly this “inflamed” discourse that “chains” the reader at the 
grotesque and the horrors described in the novel. The reality Seson ofAnomy describes is born 
from the cries of an imprisoned human being who was listening to the tragedy outside his prison. 
The discourse doesn’t have to be “mediated,” it must trigger a strong reaction of empathy and 
acknowledgement of an unjustifiable crime. It is, in the end, a novel of war. 

Beyond the inconsistencies and, sometimes, the lack of homogeneity in Soyinka’s novel, 
beyond the “overwrought” prose which, in some instances, borders artificiality, these works 
advance a realistic image of the modern Nigeria, in which corruption befriends hypocrisy, and 
lack of social conscience. The artist remains unheard, and his interpretation can be only anomic. 

Season ofAnomy transmits a sense of discontinuity, as if Soyinka wanted to write a novel 
of war from two distinct perspectives. The first perspective comprises the protagonist’s 
strategies of instilling the country with his ideal of society, built on the homogeneity and 
circularity of the utopian community Aiyero, in which the youth always return to invest their 
Western knowledge. As a result, such a society becomes a combination of instrumental 
technology and deep humanism, a potential social strategy for a modem Nigeria. The second 
perspective acknowledges the war and the heinous crimes through Ofeyi’s quest for his beloved, 
Iriyise. 

At a superficial analysis, the only theme shared by the two perspectives seems to be 
Soyinka’s social proposal: an action based on common effort, the failure of the individual in 
shaking the petrified edifice of social evil. Soyinka seems to rebuke the “don quixotism” of 
singular enterprise, in favor of a concerted strategy. Nevertheless, this is only a superficial 
analysis, because, in Soyinka’s view, there is a hero who has the means and must find the 
opportunities and strategies to reshape his society: the artist. And of course, not by chance, 
Ofeyi is a poet. 

“In the forests, life began to stir,” 16 so ends Soyinka’s allegorical novel. The symbolism 
of this end allows hope to develop, a frail, still obscure hope, hidden in the forests, but 
nevertheless, a real possibility. Beyond the inherent reflection of the social and cultural 
alienation of the artist from his “source” community, and at least partially tributary to his 
Western education, the protagonist as an African intellectual could still shape a social identity 
for his nation. The images of death, near-death, fragmentation, blood, maiming, continuous 
interrogations of the war’s meaning pervade Soyinka’s Season ofAnomy, because, as the author 
underlined, it is in moments like the tragedies of war that a nation must shape its identity, de¬ 
constructing the event and re-constructing, searching for a meaning deeply obscured by layers 
upon layers of blood, corpses, in hunting without justification. Death is the common 
denominator of Ofeyi’s journey into himself as an African, and his vitality is contrasted with 
the comatose state of Aiyero, the allegorical Nigeria in Soyinka’s novel, whose coming to life 
is by no means clearly established. 

In this context, Aiyero must be read as a social strategy based on remembering, an insight 
into reasons and consequences of the cathartic event - in this case, the war - in order to assume 
a social responsibility and partake in the effort to reshape the collective psyche. When Ofeyi 
journeys through the bloody sites of Cross-River, he is taught a historical lesson, and a social 
one, because his escape is the result of a collective effort. The dead inform his development as 
a character, and the living provide him with a closure for his trauma. 

In war, even the most ordinary gestures, caressing a child, eating, sleeping, loving your 
family, become mythical, out of their habitual proportions. The reality itself seems to reverse 


15 Soyinka, Wole. Season ofAnomy. London: Rex Codings, 1973, p. 320. 
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its meanings. The morgue pretends to be warm in its iciness, friendship brings only sorrow, as 
we witness the morgue’s doctor losing his best friend, humanity is devoid of substance, and the 
habitual world performs only in the blackness of night or reason. 

If Soyinka offers his readers a sense of closure, it is through the few instances of 
humanism encountered in the novel: the collectivity surviving in the church only due to their 
shared effort to be compassionate and help, the doctor’s family, and, finally, the group 
surrounding Ofeyi. But they do not represent normality, they are deviations in time of war. 

Aiyero is not such a proposal. It becomes a surrealist space, in which time is arrested, 
death seems to come peacefully through the wisdom of the ancestors, and the blood of the past 
is reinvested with the power to nourish the land of the future. It is not a social strategy, but an 
eulogy for the 

Art itself is not a proposal, unlike The Interpreters. Ofeyi’s way with words and music is 
pointless against the cruelty and inhumanity of the bloodthirsty hordes regressed to their 
interpretation of tribal habits; they see man as a prey, much like their ancestors hunting in the 
woods. However, unlike their ancestors, they do not respect their prey; they do not ask for 
forgiveness or thank the bull for its death in the ritual. This is the reason why a great part of the 
ritual images in the war landscape loses its meaning. The only space in which such a ritual of 
regeneration would bring a sense of cohesion and social harmony is Aiyero, which functions 
only in a mythical space, on circular coordinates, in which Ofeyi allows himself to evade from 
the traumatic present. 

Some scenes of the novel create a sense of stage, and in this respect, Season ofAnomy is 
not alone in Soyinka’s works. The same sense of fracture in time, a suspension of the voluntary 
work of the conscience, in order to evaluate the meaning of a dramatic tableau are to be found 
in The Interpreters , and there also they serve as a means of escape. 

Not without faults, among which the lost avenue of Aiyero project is, in a social 
perspective, the most promising, but unfinished enterprise, Season ofAnomy allows itself to be 
read in many perspectives. 

If the Literature of War tried to assert the commitment of Nigerian writers to the social 
and political precedence of Nigeria, Soyinka adopted a mediating position between the two 
parts, Biafra and Nigeria. For him, the role of the writer in times of war is not to take sides, to 
find rationalities and means of transmitting them to the reader, but to enforce a reevaluation of 
the causes and the effects of the trauma - and to attempt to prevent such devastations. What 
Soyinka accuses in the Biafra War is its lack of “redefinition of social purpose”. As Soyinka 
acknowledged, it is pointless a war that gives birth or consolidates the same ideologies and 
social strategies, which gave birth to it in the first place. 

A novel written in prison, in deep solitude, after an unjust trial, Season ofAnomy is the 
interrogation of a deeply engaged activist, a writer who considers the wisdom of African history 
a source of strategies for avoiding a state of anomy. This objective is not to be attained by the 
individual, however deep his commitment would be, but by the community in social cohesion, 
which gives the African nation the power to recover from the most tragic wound ever inflicted 
by history: the Biafra War. 

Season ofAnomy underlines Soyinka’s belief in fighting against “abdication of the will, 
resignation, withdrawal or enforced withdrawal... the half-death state of inertia, neither-nor... 
the ultimate condition of the living death.” 17 
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Abstract. Voiculescu intimate connection advocates the restoration between man and nature, which 
marked the existence of the Romanian people and destroyed modern civilization gradually. 

Voiculescu's stories create a world of meanings in which the real coexists with the fantastic. 

Thus nature can be regarded as a feminine entity in its many guises. Some feminine symbols that can be 
found in Voiculescu’s Stories are water, rain, fish, the moon, the forest, the cave, the ground 
In the individual expression of the eternal feminine, there is always and everywhere around us, ever 
find love, sensuality, tenderness, sensitivity, charm, grace, purity, spontaneity and dedication. 

Keywords: Fantastic, feminitate, ipostaze, simboluri, comuniune 


Vasile Voiculescu este un creator de atmosfera, surprinzand lucid moartea lumii magice, 
sufocata de agresiunea rapida a civilizatici inteligenjei. Proprie ii este prozatorului mai ales 
iscusinja in Jeserea planurilor real-ireal, in objinerea comuniunii om-natura, prin revitalizarea 
unor formule folclorice traditionalc, prin aglomerari seriale, prin surprinderea vibratici intime 
a regnurilor. 

Dezvaluirea de catre Voiculescu-sau incifrarea, pentru unii- a semnificapilor unor 
simboluri §i structuri mitice, a rosturilor unor practici magice, este adevarat prin intennediul 
artei, legate de vanatoare, pescuit §i pastorit, intra in conexiuni multiple. Totul se intampla in 
cadrul natural, elementele feminine ale naturii joaca un rol important in amplillcarca starilor §i 
trairilor personajelor. 

Relajia povestirilor voiculesciene cu fantasticul 

S-a scris §i s-a vorbit foarte mult despre fantasticul in proza lui V. Voiculescu. El 
cunoscuse atatea zone ale tarii si a marturisit ca practicile magice, datinile, atitudinile si 
mentalitatilc arhaice 1-au interesat si din perspectiva medicului §i educatorului. Dezvaluirea de 
catre Voiculescu-sau incifrarea, pentru unii- a scmniflcapilor unor simboluri §i structuri mitice, 
a rosturilor unor practici magice, este adevarat prin intermediul artei, legate de vanatoare, 
pescuit §i pastorit, intra in conexiuni multiple. Totul se intampla in cadrul natural, elementele 
feminine ale naturii joaca un rol important in amplificarea starilor §i trairilor personajelor. 

Apartinand gruparii gandiriste, Voiculescu pledeaza pentru refacerea legaturii 
intime intre om §i natura, care a marcat cxistenta poporului roman si a fost distrusa treptat de 
civilizajia modema. In descrierile lui se observa o spiritualizare a materiei: indaratul realitajilor 
palpabile se mi sea entitaji inefabile cu care omul intra intr-o misterioasa comunicare. 
Povestirile lui Voiculescu inchid in sine o lumeplina de semnilicapi in care are loc o convicjuire 
a realului cu fantasticul, dar §i a miraculosului cu fantasticul, intr-o altemare uimitoare de 
planuri. Scriitorul ne poarta in universul sau in a§a fel incat, trezindu-ne in plin fantastic, nu 
slim cand si cum am trecut hotarele realului. 

Spatiul in care se manifests supranaturalul este extrem de precis delimitat: un spajiu 
izolat de inllucnja civilizafici si de orice forma de viaja sociala, reprezentat printr-o natura 
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salbatica( padurea, apa, muntele) §i uneori greu accesibila si un timp nedefinit, repezentat 
simbolic prin timpul nocturn. 

Parcurgand „Povestirile” lui V.Voiculescu, se constata ferma opjiune estetica a prozatorului 
pentru fantasticul de sorginte folclorica, susjinut de un putemic substrat arhetipal. Influenza 
traditionalismului este evidenta in alegerea temelor si motivelor literare, izvorate din experienja 
magica a satului romanesc sau adaptate acestei experience. 

Proza voiculesciana confirma parerea ca fantasticul e un gen prin excelenja descriptiv, ca el se 
bazeaza pe o adevarata scoala a privirii. Scriitorul observa §i „interpreteaza” natura, a§ezand 
in reprezentare peisagistica accente anticipative ale evenimentelor. Universul imaginar din 
„Povestiri” este construit in forma unui cronotop al primitivitajii salbatice. 

Natura si Femeia - ipostaze ale feminitajii 

Natura voiculesciana poate fi privita ca o entitate feminina, in multiplele ei inlati^ari, dar mai 
ales lumea de la munte si din imparatia baltilor, este natura pe care scriitorul a purtat-o in suflet, 
mereu dornic de a vedea cu ochii mintii §i de a simp miscarca, culorile, frumusctca, tumultul si 
de a reda totul in cuvinte. De remarcat astfel ca la Voiculescu, voluptatea de a lua contact cu 
natura este de ordin vizual. El percepe natura cu ajutorul privirii. Ochiul sau deschis spre lume 
se bucura de expresivitatea formelor vegetale, de schimbarea luminii, de culorile cerului §i 
norilor, de ivirea norilor. 

Natura scrvcstc dispozipilor sale spirituale. El este receptiv la vitalitatea, la 
dinamismul prefacerilor naturii, la mobilitatea elementelor feminine, la pulsul, tensiunea §i 
agitapa debordanta a naturii, la rclatia speciala creata intre personaje, trairile lor §i elementele 
cadrului natural. Voiculescu exploateaza starile paroxistice ale acesteia: revarsarile de ape, 
rcspirajia uriasa a aglomerapei umane si animale, viscolul napraznic, fierberea, tumultul, 
ciocnirile violente. In acelasi timp, natura voiculesciana este guvernata de reguli ce subsumeaza 
cxistcnta feminina in jurul nostru, dar a si preluat din comportamentul fiinjei-femeie. Ea este 
fie supusa, pasiva, receptiva, sensibila la nevoile oamenilor, fie dezlanjuita, dominanta, 
rezistenta, independents. 

Trasaturile feminine ale elementelor naturii sunt receptate §i redate de catre 
Voiculescu intr-un mod care atrage atcntia, deoarece intre acestea exista o legatura stransa. Ele 
se imbina si se influcntcaza reciproc. In natura el descopera acele forje primare ale cosmosului 
care au generat viaja planetei si in care omul insu§i isi gase§te indepartata sa origine. Aceste 
forte se constituie §i se materializeaza in elementele feminine ale naturii, de care omul modern 
se devitalizeaza in conditiile civilizajiei moderne: apa, ploaia, luna, padurea, pamantul, pe§tera. 
Prezentarea pe larg a elementelor feminine intalnite in opera lui Voiculescu incearca sa 
cvidenjiczc adevaratele scmnificapi a acestora. 

Descrierea personajelor feminine se bazeaza pe oscilajia intre realitatea ferma §i basm, 
pe un amestec subtil de linii fantastice si reale. Portretele imprumuta, prin armonie dimensiuni 
ale clasicitajii folclorice, tradand insa dispozijie la culoare §i voluptatea liniei detaliate. 
Atributul unic al pujinelor personaje feminine este frumusejea, o frumuseje izbitoare, care 
atrage atenjia asupra unei semnificajii specifice a privirii. 

Exista o rclatic dintre femeia liinta si latura feminina a naturii, plecand de la ideea ca feminitatea 
§i manifestarea trasaturilor ei presupun o modi li care a categoriilor mentale, deoarece disloca 
structura viziunii obi§nuite a lumii inconjuratoare sau a propriului echilibru interior. In faja 
ipostazelor feminitajii personajele experimenteaza senzapi si trairi pe care am incercat sa le 
ilustrez. Povestirile ilustreaza psihologii relativ sumare de personaje feminine, insa natura ca 
entitate feminina este bogat reprezentata prin prezcnta numeroaselor elemente feminine. 
Manifestarea fcminitapi in aceste povestiri are ca rezultat obpncrea comuniunii om-natura, dar 
§i expresia unei insccuritap launtrice, o inaderenja intre om §i natura, care poate conduce la 
depersonalizarea individului, a ipostazei masculine. 
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Femeia ca ipostazS a feminitSjii, are capacitatea necesarS sS administreze relapilc sentimentale, 
sS asigure relajii interumane, stabilitate §i iubire. Ea e dotatS cu talentul necesar pentru a simp 
motivajiile §i sensul vorbelor si al comportamentului, putand prevedea finalitSjile sau luand 
mSsuri. 

Natura, cu toate elementele feminine, in aceastS ipostaza, are capacitatea de a mijloci 
rclatiile interumane, de a da stabilitate si de a oferi protecjie pentru manifestarea iubirii, de a 
potcnja actul iubirii, prin farmecul si magia pe care le poate exercita asupra fiinjci umane. Dar 
totodatS poate fi potrivnicS omului, revSrsindu-§i toatS energia negativS acumulatS prin 
acpunilc omului, sau, fiindcS a§a este scris. Din vreme in vreme, natura i§i dezlanjuic stihiile, 
se manifests distructiv, ia tribut de vieji omene§ti §i apoi revine la starea initials. 

In literatura romanS intalnim scriitori care au redat in operele lor ipostaze ale feminitSjii, atat 
femeia, cat si elementele feminine ale naturii. Ca personaje principale sau secundare, sau chiar 
prezenjS episodicS, acestea aduc acea notS de feminitate cadrului in care se deslasoara actjunca, 
imprimS acjiunii sensibilitate, finctc, cSldurS, blandcjc, indSrStnicie chiar. Aceste atribute ale 
feminitSjii imblanzesc duritatea acjiunii sau accentueazS dramatismul acesteia. 

Natura misterului feminin identificat in diferitele ipostaze ale feminitSjii insufletc^tc mai mult 
decat orice altceva. In expresia individuals a eternului feminin, care exists dintotdeauna si peste 
tot in jural nostra, regSsim oricand iubirea, senzualitatea, gingS§ia, sensibilitatea, farmecul, 
gratia, puritatea, spontaneitatea §i dSrairea. 

Simboluri/elemente feminine ale naturii in Povestirile lui Voiculescu 

Natura inseamnS pentru V.Voiculescu in primul rand vitalitate. In natura el 
descoperS acele forje primare ale cosmosului care au generat viata planetei si in care omul insu§i 
i§i gase§te indepartata sa origine. Aceste forje se constituie si se materializeaza in elementele 
feminine ale naturii, de care omul modern se devitalizeaza in conditiilc civilizajiei moderne, 
intrachipand cateva simboluri feminine. 

Simboluri acvatice 

Apa - semnificajiile simbolice ale apei pot fi reduse la trei teme dominante: origine a viejii, 
mijloc de purificare, centra de rcgencrcsccnta-cc pot fi regasite chiar in cele mai vechi tradifi i, 
ele formand combinatii imaginare dintre cele mai variate, de§i toate coerente. 

Apa este un mobil al intrigii, manata spre o noua alcatuire a zodiilor in ,,Pescaral Amin”. Ivirea 
din strafunduri a unui morun fabulos, „arhanghel al apelor” e precedata de revarsarea Dunarii 
furioase, devenita „un imens §ir de damburi rostogolitoare”. Apa nu-§i poate nega originea 
voluptoasa si, pe pamant, ea se arata a fi un element al iubirii §i al unirii cu atotputemicia 
cereasca. Reprezinta o sursa de fecundare a sufletului: raul, fluviul, marea reprezinta cursul 
cxistcntci umane si lluctuapilc dorinjelor si sentimentelor. Ratacirea eroilor la suprafaja apei 
arata ca ei sunt cxpusi pericolelor vicjii, simbolizate in mit prin mon§trii ie§iji din adancuri. 

Pentru Voiculescu apa ramane leaganul victii si al mortii, al dragostei §i eliberarii de 
pacat. In ea trebuie cautati si pot fi rcgasip stramo§ii(„Pescaral Amin”), ea se identifies cu 
spajiul dragostei, chiar dacS e plStitS cu viaJa(„LostriJa”). Este vorba, prin urmare, de o obsesie 
a scriitoralui in legSturS cu adevSrul elementar cS apa ca element al universului a fost §i a rSmas 
intotdeauna izvorul §i leagSnul primordial al victii pe pSmant. Asemeni unei IIinto umane, apa 
capteazS toate energiile negative ale universului, adunS toatS ura §i necazurile produse de 
revSrsSrile ei care nu pot fi stSvilite de puterea omului: „Apele, ingreuiate de piedica 
zSplazurilor, se incarcS de ciudS, curg dense, dure, ca de rece metal topit...” 

Pestele , emblemS a apei, este simbolul fecunditSjii §i intclcpciunii. TrSind ascuns in adancurile 
apei, el este pStrans de puterea sacrS a genunii. El doarme in lacuri sau strSbate fluviile si 
dSraie§te ploaie, umezealS sau provoacS revSrsSri. El poate fi asimilat revSrsSrilor de dupS 
iamS, cu valuri ce se umflS si inghit totul ca un potop purificator, precum si noianului mi§cStor 
§i anonim unde ajung toate. Aici domne§te principiul Umed, ca principiu al topirii, al dizolvSrii, 
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al invSluirii, al contopirii pSrplor intr-o totalitate, aceasta extinzandu-se pe mSsura imcnsitSpi 
fluide ce ne inconjoarS. 

LostriJa-sirenS din povestirea cu acclasi titlu este o semi-zeitate a apei si a aerului, un element 
confuz si necurat. Morunul, strSmo§ul lui Amin, „ urease din alte lumi de ape, de departe, se 
altoise cu bastinasii si intemeiase intre brajele fluviului neamul cel tare al Aminilor”. 

Ploaia este universal considerate simbolul influcntclor cere§ti ce se exercitS asupra 
pSmantului, fiind in mod evident, elemental fecundator de pe urma aepunii cSruia pSmantal 
devine fertil. Ploaia lunarS comports §i simbolismul obisnuit al fertilitSpi, al inviorSrii. Ploaia, 
fiicS a norilor §i a tartunii, adunS laolaltS simbolurile focului(talgerul) §i a apei. De aceea, ea 
prezintS o dublS semnificapc, de fertilizare spirituals si materials. CSzand din cer, ea inseamnS 
§i un dar al forjei divine. 

Noaptea este considerate fiica Haosului §i mama Cerului §i a Gliei. Ea a dat na§tere 
somnului si morpi, viselor §i spaimelor, duio§iei §i inselaciunii. 

In povestirile lui Voiculescu noaptea vrea sS ia in stSpanire lumea, atat celelalte elemente 
feminine, cat si reprezentanpi lumii oamenilor. Nu e lipsit de scmnificapc faptal cS deschiderile 
spre lumea magicului natural sunt specifice imaginarului noctum: fie cS e vorba strStandurile 
tenebroase ale apelor, fie de intunericul terestru, sugestia dominants e legate de noaptea 
timpului, de coborarea in preistorie §i de refacerea in acest mod a legSturii intime intre om si 
naturS. Tocmai ideea cS unitatea initials a lumii poate fi regSsitS printr-un eveniment suprafiresc 
face ca textal sS fie fantastic, dar nu terifiant; ruptura sSvanptS ,,in sanul inalterabilei rcalitSp” 
nelinistcstc, fSrS sS inspSiminte. 

Noaptea devine locul privilegiat al comuniunii de neinjeles, e jubilarea dionisiacS. Ea e legate 
de coborarea pe o scarS tSinuitS, de contopire amoroasS. Majoritatea legSturilor care au loc 
intre iubiji au loc noaptea, „ spre miezul noppi”. Doar acum refacerea legSturii intime intre om 
§i naturS poate avea loc, refacerea legSturilor rupte datorate lumii civilizate este pe deplin 
favorizatS. 

Simboluri terestre 

Pamantul este principiul pasiv, pcrfccpunca care prime§te acpunca principiului 
activ. Glia suportS iar cerul acoperS. Toate fiinjele se impSrtSscsc din ea de la nastcrc, cSci este 
femeie si mamS. Pozitive, virtuplc ei sunt blandejea si supunerea, fermitatea linistitS §i durabilS, 
dar §i umilinja. 

Asimilat cu mama, pSmantal este un simbol de fecunditate si de regenerare. El 
nastc toate (iintclc, le hrSne§te, le protejeazS impotriva oricSrei puteri de distrugere, apoi 
priincite din nou gennenele fecundator. PSmantal, in forma campiei, avid de apS este menponat 
in „Sezon mort”-„liniftite drumuri de JarS, cu pratal de trei palme”, Voiculescu numindu-1 „ 
SaharS nemilostivS”. In aceastS ipostazS, pSmantal a§teaptS „seminjele” de ploaie, pentru a-§i 
exercita capacitatea de regenerare si de fecunditate. Vcgctapa are nevoie de un alt element 
feminin, ploaia. 

Pester a este arhetip al uterului matern. Ea reprezintS lumea, un loc al ne§tiinjei, al suferintei si 
pedepsei, in care sufletele omencsti sunt pnute inchise §i incStusatc. Simbolismul pcstcrii 
cuprinde nu numai injelesul cosmic, ci §i etic sau moral. Pcstcra si spectacolul ei reprezintS 
lumea aceasta de aparenje agitate, din care sufletul trebuie sS iasS pentru a contempla adevSrata 
lume a realitSplor-lumca ideilor. Intrarea in pe§terS inseamnS intoarcerea la origini §i, de 
aici,inSlJare la cer, ie§ire din cosmos. 

Ca §i in cazul Luparului §i al pSrintelui Sofonie, pcstcra simbolizeazS primitivitatea §i izolarea 
in care trSie§te omul lui Voiculescu, simplitatea naturals a unei lumi ce nu cunoa§te nopunca 
de confort. Feminitatea pcstcrii detenninS descStu§area sufletului inchis in spapi rigide, stricte( 
zidurile mSnSstirii). Eroul din „Schimnicul” se redescoperS, comunicS cu puterile ascunse ale 
pSmantului, ale fortclor magice. El IasS in urmS mSnSstirea, toate amintirile despre o viajS deloc 
fericitS si se retrage in pcstcrS pentru a-si gSsi linistca, pentru a deveni el insu§i. 
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Padurea constituie un adevarat sanctuar in stare naturala, acoperamantul unui munte si puterea 
acestuia. Ca simbol al viejii, copacul poate fi considerat o legatura, un intermediar intre 
pamantul in care i§i inlige radacinile si bolta cereasca pe care o atinge cu crcstctul. 

in general, padurea lui Voiculescu este patrunsa de fabulos, natura vegetala ramasa in 
salbaticie, neatinsa de om, i§i apara tainele, iar strainii nu pot patrunde in aceste locuri fara 
acceptul ei. Padurea sa este o faptura feminina in sine, capabila de sentimente §i pasiuni, 
inzestrata cu suflet care este perceptibil, prin freamatul ramurilor §i §oaptele frunzelor, prin 
rasuflarea adierilor de vant. 

Padurea din ,,Sezon mort” este o padure salbatica, rama§i|a inca impunatoare si pura a 
stravechiului codru al Vlasiei, unde traiesc viejuitoare de toate felurile, o comoara de culori 
jucau§e §i o explozie de viaja unanima. 

Simboluri cosmice 

Luna simbolizeaza dependenja §i principiul feminin, precum §i periodicitatea si 
reinnoirea. Luna este un instrument de masura universal. Acclasi simbolism leaga intre ele 
Luna, Apele, Ploaia, caracterul prolific al femeii, al animalelor, al vcgctapei, destinul omului 
dupa moarte si ceremoniile inijiatice. Ea este asimilata cu apele primordiale de unde incepe 
manifestarea, noaptea, umezeala, subcon§tientul, imaginatia, visul, receptivitatea, femeia si tot 
ce este trecator, influcntabil, prin analogic cu rolul ei astronomic de reflector al luminii solare. 
Luna are un farmec aparte in povestirile lui Voiculescu. Magia se exercita prin lumina stranie 
a lunii, in intunericul noptii. Ea provoaca stari diferite asupra personajelor, de la nelinistc pana 
la rczonanta liintci cu natura. Natura chiar este dominata de un instinct erotic fabulos: energii 
devastatoare si obscure rascolesc deopotriva om, animal si natura, prinsi in vartejul unei 
adevarate bejii a fecunditajii. 

Prezentarea pe larg a elementelor feminine intalnite in opera lui Voiculescu incearca sa 
evidenjieze adevaratele semnificajii a acestora. Luate in ansamblu, elementele feminine sunt 
rezultatul unor forte §i legi ne§tiute, care au generat vial,a planetei, in care omul insusi isi gase§te 
indepartata sa origine. Aceste forje se constituie §i se materializeaza in elementele feminine ale 
naturii, de care omul modem se devitalizeaza in condijiile civilizajiei moderne. 
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Motto: „Omul rataceste cata vreme isi cauta telul” 1 

Abstract: The exile people live on their consciousness a real tragedy of a breaking off a sacred forgotten 
thing. They are forced to abandon it, but they'll miss it a lot. They'll miss it as much as Adam will always 
miss that "rib" which he desires tragically to obtain it with every embrace of the loved woman. The 
phenomenon of the exile represent a limited situation, through the man needs get lost in the unknown, 
estranging from the edenic place of "At home ", assuming the Stranger condition with all that the popular 
and cultural literature has invested him. Even if the image of "At home" suffers some negative mutations 
from the hypostasis of the Stranger in a new world, which doesn't desire him, will establish him to 
revalue positively that Lost Paradise. Vintila Horia is a great Romanian writer, who has unfortunately 
known the exile because of the contamination of "At home", which had become a space of reprisals and 
injustice. He was adopted by Spain, which has become another "At home" since he died. The novel A 
women for Apocalypse valorizes positively the feminine, so the feminine becomes the "key" of the 
mystical, ontological and spiritual rescue of the whole humanity. If the men bring about the war and 
hatred, the woman brings about the rescue, through her love. Time is not the enemy of the man any 
more, but it is his ally, because it hasn't got any power to terrorize and the death has been defeated by 
love. "At home" means the absolute love of a woman, who succeeds in raising the spirit to that initial 
Lost Paradise. 

Key-words: exile, woman, "At home", Eros, stranger, Apocalyps. 

l.Utopia spatiului ideal 

Utopia si termenii care deriva din aceasta sunt antinomici in semantismul lor imediat, dar 
au in comun imaginarul uman, care are nevoie de realitati dincolo de realitate pentru a-si depasi 
conditia umana, pe care nu o accepta. Au aparut scenarii cu privire la societati ideale - cetatea 
lui Platon, lumi ideale - Raiul, Atlantida, femeia ideala/ barbatul ideal - mereu diferiti in functie 
de canoanele fizice si spirituale ale timpului, caci in prim planul imaginarului colectiv a fost 
plasat Idealul. Apeland la terminologia basmului popular romanesc, se face trecerea de la 
„taramul acesta”, un Aici familiar, dar imposibil de tolerat in plan existential spre „taramul 
celalalt”, un Acolo necunoscut, strain, dar care ofera imaginea unui potential Ideal existential, 
care de cele mai multe ori ramane o Utopie. Astfel, „locul bun” si „locul rau”, „non-locul” si 
„anti-locul” nu fac decat sa reflecte modul de raportare a existentei umane la valori axiologice 


1 Johann Wolfgang von Goethe. Faust, Prolog in cer. apud Henri Blaze, Al doilea Faust. Eseu despre Goethe, traducere din 
limba franceza de Nicoleta Mitroiu, ilustratii de Tony Johannot, Iasi, Institutul European, 2008, p. 209. Desi aspiratia si 
cautarea telului par notiuni sinonimice, am preferat aceasta versiune de traducere celei realizate de catre Stefan Augustin 
Doinas, fiind interesata de ideea cautarii, care implica de cele mai multe ori ratacirea in numele cautarii, pe care nici 
Dumnezeul faustian, nici cel horian nu par a o incrimina ( J. W. Goethe, Faust. Partea I pPartea II, traducere, introducere, 
tabel cronologic si comentarii de Stefan Augustin Doinas. „ Goethe despre Faust", traducere de Horia Stanca, Bucuresti, 
Editura Univers, 1982: „Greseste omul cata vreme-aspira” (p. 54). 
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si gnoseologice a caror „mutatie” subiectiva schimba continuu perceptia omului de la un subiect 
la altul, de la un timp la altul si de la un spatiu la altul: „utopia si antiutopia se plaseaza asadar 
intr-un raport reversibil: Cand utopia este situata intr-un altundeva sau altcandva, atunci lumea 
noastra, situata aici si acum, devine o antiutopie. Cand autorul imagineaza acest altundeva sau 
altcandva ca pe o antiutopie, atunci lumea noastra devine «nu chiar atat de rea», mai buna, de 
dorit” 2 . 

Inca de la nastere, fiinta umana traverseaza „frontiera”, care delimiteaza in mod dramatic, 
definitiv si ireversibil cele doua spatii ale realului: cel necunoscut, misterios, si incarcat de 
puterea imaginarului si cel care se dezvaluie zilnic, clipa de clipa constientului si experientei 
nemijlocite. El cunoaste apoi un „acasa” parental din sanul caruia va „emigra”, in numele 
maturizarii proprii, pentru a construi un „acasa” propriu, pentru ca in Marea Trecere, cum o 
numea Lucian Blaga, sa traverseze, printr-o miscare ambigua pe sensul inapoi/ inainte, Pragul 
dintre cele doua lumi. „Alungat” de Dumnezeu dintr-un spatiu al perfectiunii, Raiul, intr-un 
spatiu al durerii, al pacatului si al mortii, Pamantul, Uinta umana devine in esenta ei primordiala 
un ex-patriat, aflat intr-o continua si dureroasa ratacire-cautare-intoarcere odiseica spre „Ithaca 
paradisiaca”, Patria pierduta, unde are sansa de a-1 reintalni pe acel Pater transcendent de care 
a fost in mod dramatic despartit. 

Prin prisma noilor cercetari in psihanaliza 3 , care reconsidera teoriile freudiene, sunt 
corelate de acest domeniu miturile si religia, considerandu-se ca scenariul mitic genezic al 
crearii si al alungarii primilor oameni ar reprezenta in plan individual drumul parcurs de fiinta 
umana, de-a lungul devenirii sale fizico-psiho-emotionale, de la stadiul de fetus la cel de nou- 
nascut, continuand cu varsta oedipiana pana la totala independents de parinti si definitivarea 
propriei independente in gandire si in actiune. Astfel, gradina Edenului nu ar fi decat un enorm 
uter primordial in care Adam si Eva au fost conceputi de catre Dumnezeul androgin, iar 
alungarea lor pe pamant reprezinta actul de nastere al fiintei umane, in calitate de om. In tenneni 
psihanalitici, Pomul Cunoasterii Binelui si Raului reprezinta falicitatea lui Dumnezeu, iar 
fructul sau interzis este corpul lui Adam; „gustand din carnea” lui Adam, Eva „cunoaste” 
materia, si implicit devenirea in timp si spatiu, drept pentru care Dumnezeu a interzis accesul 
la Pomul Vietii Vesnice, pentru a nu corupe eternitatea spirituals prin materie. Adam si Eva vor 
fi „exilati” de atunci pana in prezent pe un pamant neprimitor, unde domneste violenta, raul si 
moartea, unde vor fi niste „straini” ratacitori in cautarea sensului existentei. Inocenti, in sensul 
absentei oricarui reflex de gandire sau intelegere, primii oameni parcurg o calatorie a 
cunoasterii prin autocunoastere intr-un triunghi pur metafizic: alegere - cunoastere - moarte. 
Doar ingerii au cunoastere, dar nu au nici liber arbitru si nu cunosc moartea, cu exceptia 
Intaiului Inger, care a avut atat cunoasterea cat si libertatea de a alege, de unde caderea sa. 

In mistica iudaica, exista doua mari motive mitice specifice, cel al exilului poporului ales 
si cel al mantuirii. Crestinismul pastreaza ambele dimensiuni mitice, dar nuantate intr-un mod 
specific: la inceputul acestei miscari, exista exilul din ratiuni politico-religioase, crestinii fiind 
prigoniti si persecutati nemilos, pentru ca mai tarziu, incepand cu secolul al Il-lea, pustnicii se 
autoexilau in zone cat mai pustii, departe de civilizatie, pentru a-1 cauta pe Dumnezeu 4 ; 
dimensiunea mantuirii se regaseste in sacrificiul lui Iisus, necesar pentru refacerea legaturii 
omului cu divinitatea. 


2 Corin Braga (coord.), Morfologia lumilorposibile. Utopie, antiutopie, science-fiction, fantasy, Bucuresti, Tracus Arte, 

2015, pp. 34-35. 

3 Conform Didier Dumas, Biblia sifantomele sale, traducere din limba franceza de Cristina Vasilescu, Bucuresti, Editura 
Philobia, 2014. 

4 Jean Jacques Wunenburger surprinde, in planul imaginarului uman, dimensiunea transfiguranta a desertului, spatiu al 
revelatiei, al cautarii, al ratacirii, al cuceririi, al initierii mistice. Aici, pustnicul converteste „geografia infernala” in „celest”, 
„mineralul anuntand revelatia unei prezente numinoase” (Jean Jacques Wunenburger, Viata imaginilor, in romaneste de Ionel 
Buse, Cluj, Editura Cartimpex, 1998, pp. 94-97. 
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Exilul romanesc de dupa 1945 a insemnat parasirea unei geografii sacre, acea Patrie care 
inseamna Acasa, desacralizate insa de ocupatia sovietica. Utopia unei societati egalitariste s-a 
dovedit aberanta prin procustianismul absurd si radical aplicat cu ura in randul intelectualilor 
romani. Dez-nationalizarea lor a insemnat dincolo de tragedia personala sansa universalizarii 
operelor acestora: Mircea Eliade, Constantin Brancusi, Eugen Ionescu, Vintila Horia, Paul 
Goma, Dumitru Tepeneag. intr-un articol, unde-si propune o viziune generala asupra 
fenomenului exilului romanesc de dupa 1945, Georgeta Orian enumera tennenii prin 
intermediul carora Laurentiu Ulici surprinde semantismul bogat al acestui cuvant: „fuga, 
fugarire, sanctiune, optiune, aventura, destin, salvare, terapie, revansa, refuz, revolta, regasire, 
motive politice-economice-personale-psihologice, dor de duca, lehamite, intamplare, frica, 
curaj, solutie, lipsa de solutie” 5 . Dupa cum se poate observa, unii termeni sunt antinomici, dar 
doar in aparenta, caci frica si curajul, solutia si absenta acesteia surprind alchimia acestei 
situatii-limita, exilul. Cel care este nevoit sa paraseasca spatiul familiar al tarii natale se 
angajeaza intr-o fuga de ceva si inspre altceva, caci fuga presupune distantare si apropiere. 
„Fugarirea” inseamna prigoana, nedreptate si „sanctiune”, care dau exilului dimensiunea 
periculoasa a unei vanatori. Pentru unii intelectuali romani, precum Eugen Ionescu, Paul Goma, 
Norman Manea, exilul a insemnat „revansa, refuz, revolta”, iar pentru Vintila Horia exilul a 
devenit „destin”, „regasire”, „salvare”, mai ales in ultima etapa a acestuia, cand Spania devine 
sufleteste si spiritual acel „Acasa” de care-i fusese atat de dor. Depasirea dimensiunii tragice a 
exilul consta nu atat in parasirea unui teritoriu ostil pentru a trai intr-un altul, ci in reconcilierea 
metafizica a dihotomiei parasire/ regasire, posibila atunci cand ceea ce ai parasit este regasit 
atat in noua Patrie, dar mai ales in propria Uinta. Pentru Eliade, exilul a fost conotat negativ, in 
ciuda implinirii si recunoasterii profesionale, caracterizat prin doua perechi de sensuri care 
marcheaza dramatic linia destinului-labirint - fuga si sanctiune, refuz si revolta. Fuga din calea 
tavalugului sovietic si teama de sanctiune sunt potentate de refuzul complicitatii si de revolta 
la adresa occidentului care a abandonat Romania. Din punct de vedere simbolic, alegand exilul, 
Eliade se indeparteaza implicit de Centrul sacru al existentei sale, iar intreaga suita de 
evenimente tragice n-au facut altceva decat sa confirme deriva in care se afla. Centrul este 
regasit doar in interior, in miezul fierbinte al fiintei sale profunde, prin patternul exilului 
dantesc. 

2. Prin Apocalipsul interior spre zorii unui nou inceput 

Pentru scriitorii romani ai exilului din perioada postbelica, si in special pentru Vintila 
Horia, greutatile si durerea exilului politic reprezinta calea spre o dubla mantuire, spirituals si 
intelectuala. Ofemeie pentru Apocalips este romanul unei rataciri-cautare a sensului existentei 
prin intermediul iubirii, al credintei si al cunoasterii. Scopul acestei rataciri este intoarcerea spre 
sine insusi, un Sine regasit doar prin intermediul unei urcari-coborare, o anabasis posibila doar 
prin catabasis, asemeni luminii dintai care a tasnit prin vointa divina din tenebrele intunericului 
inform primordial, si al Soarelui care se inalta din pantecul muntelui si pentru a cobori acolo 
odata cu fiecare amurg. in acest inedit roman, un barbat si o femeie se gasesc, se pierd si se 
regasesc in toiul unor confruntari cumplite, in care doar moartea exista si inghite lacoma 
taberele adverse, maurii si crestinii. Dar chiar si acolo unde moartea stapaneste, acolo unde 
sfarsitul pare inevitabil, viata se incapataneaza sa continue, salvata de iubire. Nu doar viata 
aduce laolalta oamenii prin iubire, ci si moartea prin ura: „Oameni, tipete, pasi in doua limbi 
tree pe langa ei, atingandu-i in graba, frecand zidurile, destramand baltile, ca si cum ar urmari 


5 Laurentiu Ulici, Avatarii lui Ovidiu, apud Georgeta Orian, Exilul romanesc dupa al II-lea razboi mondial: literatura, 
probleme, publicatii, raporturi (www.uab.ro/reviste_recunoscute/philologica/...2003/17_g_orian.doc - 28.07.2015) 
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scopuri linistitoare si precise, perechi formate de intamplarea invalmaselii, cautandu-se, 
alungandu-se, duse de dansul istovit al mortii” 6 . 

Actiunea se desfasoara intr-o Spanie surprinsa in contexte social-istorice zbuciumate, 
care evidentiaza intoleranta, violenta gratuita si ura izvorata din ignoranta: luptele cu maurii din 
Evul Mediu, razboiul civil din secolul XX si apocalipticul final. Acest spatiu gcogralic profan 
devine la randul sau simbolic intr-o Europa framantata de conflicte civile si etnice, de doua 
conflagratii mondiale, devenind emblematic. Iubirea insa da sens atat vietii cat si mortii, caci 
cei doi indragostiti transgreseaza „frontierele” dintre cele doua „taramuri” descoperind 
nemurirea. In basmele populare romanesti, in cautarea fetei de imparat rapite de zmeu, eroul 
trece de pe „taramul acesta” pe „taramul celalalf ’ si revine dezinvolt dupa ce misiunea a fost 
indeplinita si binele a invins raul. In nuvelele fantastice eliadesti, eroii penduleaza intre spatiul 
profan si cel sacru intr-o initiere care-i va „reintegra” definitiv in „paradisul pierdut”. 

La Vintila Horia, doar iubirea reintegreaza, uneste si depaseste limite, formeaza caractere, 
purifica suflete damnate, conduce spre evolutie si cunoastere absoluta. Eroul pomeste de la 
ipostaza ratarii - un student la medicina ajuns traficant de cadavre (’’vindecatorul - necromanf ’ 
sau magismul in ipostaza suprema a armonizarii contrariilor) - pentru a deveni un adevarat 
cavaler salvator al femeii iubite, un gnostic aplecat asupra cercetarii adevarului absolut si un 
mesia eliberator. Apocalipsul lui Vintila Horia exista zilnic in liccarc fiinta umana care lupta 
pentru dez-marginirea sa prin cunoastere si iubire si fiecare inaltare individuals este o victorie 
redutabila la nivel microcosmic. Pana a o cunoaste pe Blanca, Manuel este un Ahile ratacit intr- 
o vale a mortii, un erou pierdut in ego-centrismul steril care-1 indeparta insa de propriul Sine. 
Dupa ce o cunoaste, aventurandu-se in „afara” in intampinarea Celuilalt, in mod paradoxal se 
cufunda tot mai adanc in abisul sau fiintial, pana la acea scanteie care-1 face una cu Dumnezeu. 
Astfel, numele sau devine una cu Sine, conform principiului ca numele este persoana. 

Romanul incepe cu o scena de razboi bantuita de moarte si disperare, dar se incheie in 
atmosfera de pace a regasirii, a unitatii si a iubirii, din acest punct de vedere, opera fiind 
povestea unei impliniri prin sacrificiu, asteptare si speranta. Textul e impartit in trei parti ce ar 
corespunde celor trei intalniri dintre Blanca si Manuel, in cadrul unor repere temporale diferite, 
dar in aceeasi Spanie, mereu sfasiata insa de ura si de conflicte. Cele trei „intalniri” sunt tot 
atatea trepte ale initierii tainice si mistice, caci amandoi traverseaza in sens ascendent „cercul 
Venerei”, sinonim cunoasterii senzuale, apoi „cercul lui Mercur”, al intelectului purificat prin 
cunoasterea stiintifica, religioasa si culturala, pentru a trece in cercul superior al absolutului, 
unde are loc „nunta” trupului si a spiritului cu divinitatea insesi. Cunoasterea nu are granite si 
nu este exclusivista, ci integratoare, astfel incat cei trei intelepti, Alfarabi, Aben Halevi si 
parintele Xavier devin personaje-simbol al acesteia. Aceste etape ale initierii spirituale sunt 
surprinse de Ion Barbu, matematicianul poet, atat in balada culta Riga Crypto si lapona Enigel, 
cat si in poezia Ritmuripentru nuntile necesare. Vintila Horia subscrie acestor „nunti necesare” 
in traseul initiatic al sufletului uman: iubind si cunoscand initial femeia, Manuel se cunoaste pe 
sine si „aude” chemarea cunoasterii intelectuale si spirituale a umanitatii pentru a deveni 
impreuna cu femeia una cu timpul, una cu universul si divinitatea: „Ma aflu deja sus si jos, ma 
formez in tine aidoma unui embrion in matrice, dar sunt, de asemenea, stapanul lumii, finitul 
care alearga inspre ceea ce ar dori sa fie. Cresc inspre ultima mea nastere, care tine, deja, de 
trecut” (FA, 221). 

Prima parte este un scurt preambul care introduce cititorul in atmosfera de vis a 
romanului, potentate de mireasma de cimbru 7 , care va reveni obsedant in trama romanesca. 


6 Vintila Horia, Ofemeie pentru Apocalips, traducere din limba franceza si prefata de Mihaela Pasat, Bucuresti, Art, 2007, p. 
15. 

7 „La Vintila Horia, cimbrul functioneaza ca un veritabil auxiliar magic, ca o planta care poate reda viata, ca o marca de 
identitate, care anihileaza timpul si spatiul. (...) Asocierea cimbru-cruce dobandeste o semnificatie deosebita, de eliberare 
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Romanul e scris de catre instante narative care se succed continuu: Blanca va aparea in ipostaza 
moraritei, apoi a calugaritei-asistenta si a Sophiei; Manuel, in ipostaza dubla a studentului la 
medicina si a necromantului, apoi a cavalerului salvator si a „nebunului” * * 8 , iar in final, a 
initiatului care transcende mundanul; Eulalio, hot de cadavre, hangiu, medic si salvator, care se 
neantizeaza in ipostaza sinucigasa a unui Iuda neputincios. Motourile care deschid fiecare 
treapta a initierii sunt sugestive pentru aceasta epopee a ascensiunii sufletului uman. Intregul 
roman este ancorat in zodia focului si a mistuirii, un foe din ce in ce mai spiritualizat: „Nu 
cunosc decat o prudenta..., aceea de a ma mistui intr-o valvataie si mai intensa (P. Teilhard 
Chardin). Prima etapa a initierii, erotica si senzuala, sta sub semnul timpului insusi, a mortii, 
dar si a ciclicitatii, care-1 impinge spre spirala infinitului: „Astazi nu are noima decat daca se 
alia intre ieri si maine” (C. G. Jung). A doua seeventa initiatica ocupa cel mai generos „spatiu” 
in economia romanului, fund expresie a „nebuniei” prin cunoasterea umana, ce capata sens doar 
prin metamorfozarea spirituals, prin contopirea alchimica a celor doua principii, masculin si 
feminin: „Amada en el amado transformada” (Saint Juan de la Croix). Ultima seeventa narativa 
coincide cu transgresarea mortii, a spatiului insusi, abolirea prin iubire a tuturor frontierelor 
geografice si lingvistice, tot atatea bariere in intelegerea si acceptarea Celuilalt: „... apatrizi prin 
cuvant” (Henri Michaux). Cand oamanii vor vorbi aceeasi limba, cea a iubirii, a acceptarii si a 
iertarii, atunci va fi abolita una dintre cele mai puternice bariere care se ridica intre oameni, 
bariera lingvistica. 

Romanul Ofemeie pentru Apocalips propune o rasturnare indrazneata a mitului faustic, 
desi omul horian si cel goethian au in comun aceeasi sete arzatoare de a trece dincolo de limitele 
conditiei umane si ale cunoasterii mundane. Ceea ce-i diferentiaza insa este metoda aleasa: 
Faust alege erosul-magie si pactul cu diavolul, in timp ce Manuel alege erosul-credinta pentru 
a decanta iubirea de orice impuritate profana si pactul cu femeia. In ecuatia nemuririi si a dez- 
marginirii intra in ambele situatii o femeie, Erosul si tentatia nemuririi. Faust oglindeste 
specificitatea epoch in care a trait, o perioada a contradictiilor, a stiintei si a magiei, a 
obscurantismului religios si a deschiderii spre cunoasterea miturilor, un Renascentist 
„iluminat”, care respinge cunoasterea limitata prin dogme de orice tip, alegand libertatea 
absoluta prin eliberarea gandirii, a sentimentului si a dorintei. Faust traieste insa o tragedie 9 
aproape in sens antic, intrucat puterea, tineretea vesnica si iubirea sunt iluzii „vandute” de 
diavolul mincinos, iar eroul cade strivit sub legitatea nemiloasa a conditiei umanei, limitate. In 
parabola goetheana, omul pare anihilat intre cele doua planuri atemporale ale puterii 
transcendentale, Dumnezeu si Diavolul, asemeni modelului scenariului antropogonic gnostic 
bogomilic. Revin asupra intrigii basmului popular romanesc, caci Dumnezeul faustian se 
foloseste de Mefisto pentru a-1 reaseza pe „robul sau” pe directia buna si pentru a invinge raul. 
Faustianismul ca metoda romantica de spargere a frontierelor este sortita esecului, caci abisul 
si inaltimile sunt aici dihotomice, ele nefiind complementare. Calea opusa directiei faustiene, 
dar care, paradoxal, o implica prin tragism, este cea a ascezei propuse de Juan de la Cruz in 


absoluta, de mantuire sau de inviere si imortalitate” (Mihaela Pasat, Dincoace de cuvant, prefata la Vintila Horia, O femeie 

pentru Apocalips,]). 11). 

8 Termenul este utilizat cu nuante multiple, scriitoml creand o ambiguitate misterioasa in jural termenului: exista in acest 
roman o nebunie mimata, asumata de cel care se retrage in spatele zidurilor unui sanatoriu-manastire pentru a se izola de 
nebunia feroce a lumii dezlantuite in violenta si ura; exista apoi acea nebunie calda si altruista a lui Don Quijote, care 
incearca la randul sau o compensare a lipsei de imaginatie si de frumusete a omenirii printr-o supralicitare voita a acestora; 
iar, la sfarsit, este sugerata acea nebunie a credintei in Hristos, conform sintagmei pauline „nebuni intru Hristos”. Nebunia 
este acea stare prin care personajul lui Vintila Horia refuza conformismul si imbratiseaza supra-vietuirea, adica viata intr-o 
dimensiune superioara. 

9 Vintila Horia subscrie prin romanul Ofemeie pentru Apocalips opiniilor filosofilor C. Noica si Eugen Christ cu privire la 
personajul lui Goethe, expuse in studiul lui Vasile Voia, Tentatia limitei $i limita tentatiei. Repere pentru o fenomenologie a 
mitului faustic, editia a Il-a, revazuta si adaugita, Bucuresti, Ideea Europeana, 2010, pp. 291-310. Scriitorul roman ii confera 
personajului sau masculin o constiinta si sansa de a intalni si de a re-intalni dincolo de Timp si Moarte, Femeia. 
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versurile sale si insusita de cuplul Blanca - Manuel: coborarea in noapte, in intunericul interior 
al flintei, pentru o inaltare purificatoare spre absolut, prin iubirea iluminatoare: „0, noapte care 
m-ai fermecat,/ o, noapte mai demna de iubire decat aurora,/ o, noapte care ai unit,/ Iubitul cu 
iubita, iubita in Iubit ai preschimbat!” 10 . Cum spunea Blaga, in poezia Vei plange mult ori vei 
zambi?: „Nu §tii, ca numa-n lacuri cu noroi in fund cresc nuferi?”. 

In interpretarea lui Jung, Faust si Mefistofel sunt cele doua laturi care coexista in fiecare 
dintre noi, simbolul armonizarii contrariilor, ca mai sus, in cazul medicului deopotriva 
vindecator si necromant: „Faust, filosoful inept si orb, intalneste partea intunecata a flintei sale, 
umbra sa sinistra, pe Mefistofel, care in pofida atitudinii sale negatoare, reprezinta adevaratul 
spirit al vietii, opus invatatului arid, ezitand la marginea sinuciderii” * 11 . Si Manuel are un dublu 
malefic, Eulalio, un dezabuzat, a carui impotenta fizica o reflecta pe cea metafizica in scena 
incercarii lamentabile de a o viola pe Blanca. Personajul lui Vintila Horia rupe insa 
„intelegerea” cu mefistofelicul Eulalio, inaltandu-se prin iubire deasupra unor dorinte imediate. 
Analizand opiniile filosofilor Constantin Noica si Eugen Christ cu privire la Faust, Vasile Voia 
concluzioneaza ca acest personaj incheie un targ in care „vinde ceea ce pentru el nu este 
important si primeste ceea ce nu-1 intereseaza: placerea, bucuriile”, anuland atat dramaticul cat 
si tragicul, intelegerea dintre cei doi nefiind „un adevarat pact, ci o prinsoare intre doi 
dezabuzati” 12 . Printr-o iubire totala, Manuel reuseste sa impace insa contrariile, caci coborarea 
in infemul interior are valente mai degraba orfice decat faustice. Coborand in cautarea Sinelui, 
el se inalta si isi cunoaste originea divina; cunoaste inaltarea spirituals si ridicarea din mlastina 
unei vieti degradante odata ce o cunoaste pe Blanca. El ii salveaza viata, dar ea, Euridice - 
Blanca, il smulge Infernului si ii reda perspectiva unor noi orizonturi, salvandu-1 din timpul 
profan degradant. Din acest punct de vedere, Vintila Horia elibereaza omul din pactul cu 
diavolul si-1 reintegreaza Cerului printr-o coborare tot mai adanca in tenebrele interioare, pana 
la momentul sublim al Iluminarii prin iubire si cunoastere. Singurul pact pe care Manuel il 
incheie este cu femeia iubita, un pact al iubirii care salveaza: „Sunt poate salvat si intind o mana 
inspre ea pentru a pecetlui pactul care tocmai ne-a unit. Oare-i chiar atat de frumoasa? Nu e 
numai reflectarea celeilalte?” 13 . Vintila Horia subscrie crezului paulinic din Corinteni 1, 13, 
caci pentru personaj ele sale nu exista cunoastere in absenta iubirii si iubirea este cea mai 
autentica forma de cunoastere, idee reflectata din cele mai vechi texte sumeriene. Scriitorul 
depaseste insa viziunea limitata misogina a apostolului, care limiteaza iubirea dintre barbat si 
femeie la supunere si obedienta, caci aceasta iubire devine una dintre cade misterioase ale 
gasirii plenitudinii spirituale prin trup si dincolo de acesta. 

„Personajele-idei” 14 ale lui Vintila Horia, Blanca si Manuel, traiesc o frumoasa poveste 
de dragoste curata si inaltatoare prin puterea ei purificatoare, care-i va elibera de toate 
constrangerile si limitarile existentiale. Aceste personaje sunt in egala masura simboluri mistice 
si mitice ale imaginarului religios, numele femeii fund sinonim cu Aurora, „zorii de zi”, iar cel 
masculin fund o abreviere familiara a lui Emanuel, „Dumnezeu este cu noi”. In toate culturile 
stravechi, aurora este cea care aduce lumina zilei, alungand tenebrele noptii pentru a anunta 
reaparitia soarelui pe bolta cereasca. Zorii 15 zilei simbolizeaza asadar speranta unui nou inceput, 


10 https://protectiaconsumatoruluideliteraturacontemporana.wordpress.corn/2012/09/02/noaptea-intunecata-sfintul-ioan-al 
crucii (19.07.2015, ora 18). 

11 C. G. Jung, Amintiri, vise, reflectii consemnate §i editate de Aniela Jaffe, traducere si nota de Daniela Stefanescu, 

Bucuresti, Humanitas, 1996, p. 215. 

12 Vasile Voia, op. cit., p. 303. 

13 Vintila Horia, O femeie pentru Apocalips, p. 60. 

14 Constantin Ciopraga, Un itinerant european: Vintila Horia, in vol. Personalitatea literaturii romdne, editie revazuta si 
adaugita, Iasi, Institutul European, 1997, p. 297. 

15 In gandirea magico-ritualica a poporului roman, zorile sunt foarte importante in ceremonialul funerar, considerat un rit al 
reintegrarii celui decedat in „lumea mumelor”: „Zorile vin sa marcheze toate momentele importante ale separarii de vechea 
stare si ale reintegrarii in noua stare. Se spune ca aceste Zori sunt trei surori, care, la rasaritul soarelui, cauta sufletele mortilor 
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renastere, primenire si sansa unui viitor. in acest context simbolic, personajul feminin din 
romanul O femeie pentru Apocalips este purtatoarea unei conotatii re-nascentiste pentru 
intreaga omenire, caci articolul nehotarat care insoteste substantivul are o dubla valoare 
semantical individualizeaza femininul si-1 generalizeaza deopotriva. in planul gandirii pagane, 
femeia este lunara, noctuma si ascunsa. Ea devine pentru scriitorul roman incarcata de 
ambiguitatea pe care o presupune sfarsitul noptii si inceputul zilei, o „frontiera” delicata, dar 
hotaratoare care lasa intr-o parte intunericul, trecutul, noaptea si „reveleaza” un nou inceput. 
Este cunoscuta predilectia scriitorului pentru reunirea armonioasa a contrariilor, caci in 
„gandirea oximoronica” 16 a lui Vintila Horia, contrariile nu trebuie sa devina antagonice, ci 
complementare. Acest crez este minunat exprimat de un alt personaj reprezentativ al sau, 
filosoful descoperit de un alt exilat cu nume predestinat, Thomas Singuran, exilat in 
„inchisoarea cosmica a Baraganului” 17 , din romanul Persecutati-l pe Boetiusl Gandirea 
platonica si cea aristotelica nu sunt antagonice, ci fonneaza un tot in cunoasterea filosofica, iar 
omul nu trebuie sa scindeze sensibilitatea de luciditate, ci trebuie sa le armonizeze. Singuratatea 
si instrainarea omului aflat intr-un continuu exil in propria viata si printre ceilalti pot li abolite 
in Doi, care nu mai este semn al imperfectiunii, al scindarii, ci al posibilitatii minunate de a 
reface Unitatea pierduta, acel Adam Kadmon al Kabbalei. 

Omul lui Blaga trebuie sa aleaga, rupt in antagonismul paradisiac/ luciferic, iar Adam al 
lui Tudor Arghezi este un experiment indraznet al unui Dumnezeu plictisit si insingurat, care 
dorea „sa incerce daca un altoi de stea/ putea sa prinda pe noroi” ( Adam si Eva). Mircea Eliade 
era convins ca sacrul exista „camuflat” in spatiul profan, dar omul, „cazut” in materie si 
instrainat de propriul suflet, a pierdut abilitatea de a-1 „vedea”. Sacrul este in fiecare din noi 
prin capacitatea de a iubi, spune Vintila Horia, si nu trebuie sa alegem decat sa iubim pe 
Celalalt, sa cunoastem Alteritatea si sa o intelegem prin actul unificator, armonizant al Erosului, 
care transcende Timpul si implicit Moartea. 
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LE CHAMP SEMANTIQUE DU MOT CHAT 


Adela-Marinela Stancu 
Universite de Craiova 


Abstract. Our study aims to present meanings of the word chat as they appear in the specialized 
explanatory dictionaries. We have shown the extent to which this word has become known in the 
common language (idioms, phrases, proverbs). 

Keywords: chat, symbol, expression, locution, proverb. 


L’histoire du chat rejoint celle de l’homme, par sa domestication, dans TEgypte antique, 
grace aux representations claires des chats dans les peintures egyptiennes anciennes. Les 
Egyptiens de l’Antiquite divinisaient le chat. Les archeologues ont decouvert de tres 
nombreuses momies de chats qui montrent a quel point les Egyptiens les veneraient; on peut 
voir ces momies, entre autres, a Paris (Musee du Louvre), a Londres (British Museum) ou 
au Caire (Musee egyptien du Caire). 

Utilise des lors pour proteger les denrees alimentaires des rongeurs, il ne peut pour 
autant etre dresse; cette independance du chat par rapport aux autres especes domestiquees 
engendre un rapport particular entre 1’ Homme et le chat, oscillant selon les lieux et les epoques 
entre fascination, veneration et crainte. 

En guise d’animaux chasseurs de rongeurs, la Grece antique ne connait longtemps que 
les mustelides (furets et belettes). Ce sont les Pheniciens qui volent aux Egyptiens quelques 
couples de leur animal sacre pour les revendre aux Grecs, dans un marche aux chats a Athenes. 

Les Romains, en revanche, vouaient une passion aux gros animaux agressifs, et plus 
tardivement au chat: d’abord reserve aux classes aisees, l’usage de posseder un chat se repand 
dans tout E Empire et dans toutes les couches de la population, defendant les recoltes et les 
greniers contre la menace des rongeurs habituels, et assurant la dispersion de 1’animal dans 
toute TEurope. Mais ces memes Romains, alln d’eviter que la zoolatrie egyptienne ne gagne 
les terres de l’Empire, donnent au chat une reputation sulfureuse en l’associant a la luxure et a 
l’obscenite, ajoutant au nom de chatte d’autres sens: le sexe feminin ou de petite chatte a celui 
d’une prostituee. 

Pendant le Moyen Age et la Renaissance, l’image du chat est positive dans l’islam, en 
raison de l’affection qu’eprouve Mahomet, sauve de la morsure d’un serpent par un chat. A 
l’inverse, le chat est satanise dans l’Europe chretienne durant la majeure partie du Moyen Age, 
manifestement en raison de son adoration passee de la part des pai'ens et surtout de la reflexion 
de la lumiere dans ses yeux, qui passe pour etre les flammes de l’Enfer. Dans 
la symbolique medievale, le chat est associe a la malchance et au mal, d’autant plus quand il 
est noir, ainsi qu’a la soumoiserie et a la feminite. C’est un animal du diable et des sorcieres. 
On lui attribue des pouvoirs surnaturels, dont la faculte de posseder neuf vies. 

Toutefois le chat est un animal courant et banal tout au long du Moyen Age et on lui 
reconnait un role prophylactique. Sa fourrure est couramment un objet de commerce. 


715 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


Cependant, la Renaissance marque un certain retour en grace du chat, principalement 
en raison de son action preventive contre les rongeurs, devoreurs de recolte. 

En ce qui concerne les superstitions, Au Japon, le chat est un porte-bonheur. En 
Thailande, diverses legendes attribuaient aux chats le pouvoir de predire le temps qu’il fera. 
Les chats pourraient aussi prevoir les seismes. On lui associe le chiffre neuf: les sorcieres 
pouvaient se changer en chat neuf fois, le chat aurait neuf vies et pourrait avoir neuf 
proprietaries differents, le dernier etant emporte en enfer. En Europe, le chat est le representant 
du diable au Moyen Age. Le chat noir est particulierement sujet aux superstitions et croyances. 
En France, le noir et le rouge represented les couleurs du diable; aussi les chats noirs etaient 
souvent rejetes parce qu’ils attiraient le malheur. Au contraire, au Royaume-Uni, croiser un 
chat noir porte bonheur. 

Le lien entre le chat et l’homme a aussi determine une symbolique linguistique variee. 
C’est un fait incontestable que la langue nous offre une multitude de mo yens pour exprimer les 
nombreux et varies aspects de la realite objective, mais aussi les idees et les sentiments que 
celle-ci nous genere. L’emploi figuree, mais surtout metaphorique des mots s’utilise largement 
au niveau de la langue commune, les metaphores representant le plus important moyen de 
creation de l’expressivite. Ainsi, dans la communication, ce ne sont pas rares les occasions 
qu’on appelle aux mots avec des sens figures ou metaphoriques ou aux nombreuses expressions 
et locutions soit pour nuancer ce qu’il dit, soit, au contraire, pour attenuer la durete des mots. 

En ce qui suit, nous porterons une discussion sur les sens du mot chat, tel qu’il apparait 
dans des locutions et des expressions figees, mais aussi en onomastique. Nous precisons que 
toutes les informations presentees dans cette etude ont ete extraites des dictionnaires explicatifs, 
etymologiques, des dictionnaires des dictons et proverbes, tels qu’ils apparaissaient dans la 
bibliographic. 

Le Petit Robert explique le mot chat «petit mammifere familier a poil doux, aux yeux 
oblongs et brillants, a oreilles triangulaires et griffes retractiles, qui est un animal de 
compagnie». Du point de vue etymologique, la forme du masculin est attestee a la fin du Xlle 
siecle, le feminin au debut du XHIe siecle, du latin cattus (forme masculine) et catta (forme 
feminin). 

En fonction du domaine employee, ce mot designe plusieurs notions: 

En zoologie, on enregistre le chat a gouttiere «chat errant de race indeterminee, qui ne se 
distingue qu’il n’ait pas de proprietaire identifie ni de domicile)) et le chat siamois «designe une race 
de chat provenant de Thailande)). Toujours dans ce domaine, par analogic avec l’aspect physique 
du chat, on rencontre les syntagmes chat marin «espece de phoque» et poisson-chat «espece de 
poisson». 

Par analogic avec l’oeil du chat, on en a: 

En mineralogie ceil-de-chat est une variete de chrysoberyl presentant des reflets 
chatoyants. 

En peinture, or cle chat represente for massif, utilise pour dorer les statuettes. 

En patisserie, par analogic avec la forme de la langue, langue de chat est un petit gateau 
sec. 

Par analogic, avec les griffes, en artillerie, le chat designe un instrument dont l’extremite 
munie de griffes sert a visiter fame d’une piece a canon. 

En marine et comme terme de peche, chat ou chatte represente un grappin muni de 
quatre griffes servant soit a retirer les filets du fond de la mer, soit a draguer un cordage ou une 
chaine d’ancre. 

Le trou du chat (par comparaison avec une chatiere) designe f espace rectangulaire 
menage dans la hune pour donner passage aux haubans, aux etais et aux gabiers. 
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Par analogic avec la queue, on a 1’expression chat a neuf queues «fouet a neuf lanieres 
dont on se servait autrefois dans l’armee anglaise pour corriger les soldats et les marins». 

Queue de chat a le sens de «petit nuage blanc ayant un peu Taspect d’une queue de 

chat». 

Par analogic avec certains attributs du chat, ses gouts, son mode de vie, on rencontre en 
botanique: 

herbe au chat ou menthe de chat [par reference a l’attirance exercee par cette plante sur 
les chats] «variete de nepete appelee cataire ou chataire». Cette plante represente aussi le nom 
commun de la valeriane officinale, a fleurs blanches odoriferantes. 

pied-de-chat «plante herbacee de la famille des composees a l’aspect blanc duveteux» 
En choregraphie, par reference a l’agilite du chat, saut de chat est «la suite de sauts 
lateraux s’effectuant les jambes ecartees et repliees». 

Cornme tenne de jeux d’enfants, on en a: 

Le chat «poursuite au cours de laquelle celui qui est rattrape devient le poursuivant (ou 

chat)» 

Le chat coupe «jeu identique avec introduction d’un troisieme partenaire dont le role est 
de «couper» (passer entre) les deux poursuivants» 

Chat perche «jeu d’equilibre et de poursuite au cours duquel le dernier joueur a s’etre 
perche apres un signal donne par le «chat» devient lui-meme le chat et tente d’attraper Tun de 
ceux qui ont pied a terre» 

Le chat et la souris «jeu consistant en une poursuite autour d’un cercle de joueurs ou le 
joueur designe (la souris) designe le chat en le frappant dans le dos; le chat doit alors suivre 
rigoureusement la trace de la souris qui serpente entre les bras leves des joueurs» 

Comme tenne argotique, sans doute par rencontre de Thomonyme chas ], le chat designe 
aussi le sexe de la femme. L’expression laisser aller le chat au fromage (en parlant d’une 
femme) signffie «se laisser abuser». Toujours comme terme argotique, le mot chat , par 
reference au mot greffier, designe «le concierge de prison». 

Le mot chat forme aussi des locutions diverses. Ainsi, on peut les classifier: 

a) Locutions nominales 

chat a neuf queues «fouet possedant neuf lanieres (autrefois utilise dans la marine)» 
chatfourre «par reference au manteau d’hermine porte par les juges de Cours d’appel. 
Juge, magistrat. 

chat noir «se dit de quelqu’un qui n’a pas de chance, qui a la poisse». De nos jours, l’image 
du chat noir est restee superstitieuse et est censee porter malheur. 

chat-en-jambe(s) «obstacle que Ton dresse deliberement devant quelqu’un en 
1’accusant a tort» 

comme chien et chat «en se chamaillant tout le temps» 

curieux comme un chat «la curiosite est un vilain defaut» 

de la bouillie pour les chats «chose qui n’aura pas d’utilite dans le futur» 

du pipi du chat «chose insignifiante, ridicule. Se dit aussi d’une boisson insipide». 

maladie du cri du chat «maladie congenitale» 

un sac de chats «expression argentine, equivalent a un sac de noeuds» 

Line toilette de chat «une toilette tres vite faite. C’est tres injuste par rapport aux chats» 
une vie de chat «une vie facile, confortable» 

b) Locutions verbales 

acheter chat en poche «effectuer un achat sans pour autant voir la marchandise» 
aller comme un chat maigre «courir beaucoup et tres vite» 
aller voir pecher les chats «se laisser trop facilement abuser» 
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appeter un chat un chat «ne pas avoir peur d’appeler les choses par leur nom, de dire les 
choses telles qu’elles sont, meme si c’est choquant» 

avoir d’autres chats a fouetter «avoir des preoccupations plus importantes» 
avoir des yeux de chat «bien voir dans l’obscurite». 

avoir deux chats dans les chaussettes, mais pas le mot dans la tide «situation dans 
laquelle il est plus simple de mettre deux chats dans ses chaussettes que le mot qui traduit notre 
pensee» 

avoir le dos rond comme un chat «se preparer a faire un mauvais coup» 
avoir trop de chat a courir «faire trop de chose en meme temps» 
avoir un chat dans la gorge «etre enroue» 

avoir un ceil qui surveille le poisson et l’autre qui fait attention au chat «(cxprcssion 
pied-noir) qui decrit un strabisme divergent)) 

avoir une femme prime comme une chatte «avoir une femme tres amoureuse» 
avoir une vie de chat «une vie facile, tranquille et confortable» 
bailler le chat par les pattes « presenter une chose par l’endroit le plus difficile)) 
baiser le cul de la chatte «rater son coup» 

chat echaude craint l ’eau froide «une mesaventure sert de leQon, rend prudent», «un individu 
qui a connu une mauvaise experience dans un contexte bien precis fait preuve de mefiance lorsqu’une 
situation identique se presente». Toute experience malheureuse doit servir de le 9 on de prudence. 
courir comme un chat maigre «courir tres vite» 

couter le lard du chat «couter tres cher, etre tres onereux». L’expression repose sur le role 
essentiel du chat a la campagne a cette epoque» 

donner sa langue au chat «abandonner une reflexion)) autrefois, on disait «jeter sa langue au 
chien». Cette expression avait un sens devalorisant car a l’epoque, on ne «jetait» aux chiens que les 
restes de nourriture. «Jeter sa langue aux chiens» signifiait alors ne plus avoir envie de chercher la 
reponse a une question. Petit a petit, T expression s’est transformee pour devenir «donner sa langue 
au chat», au XIXe siecle. En effet, a cette epoque, le chat etait considere comme un gardien de secrets. 
Sa parole serait de valeur considerable, et il pourrait s’agir en «donnant sa langue au chat», de lui 
preter la parole pour qu’il nous donne la reponse a une devinette. «abandonner la recherche et accepter 
de dire qu’on ne peut pas repondre a une devinette». «renoncer a decouvrir la clef d’une enigme, 
d’une charade)) 

donner sa part au chat «abandonner» 

ecrire comme un chat «ecrire tres mal, ecrire petit, de maniere illisible. Comme on n’a encore 
jamais vu de chat aller a l’ecole, c’est dire que cette personne ecrit comme si elle n’avait jamais 
appris» 

emporter le chat «partir sans dire au revoir» 

emporter le chat «partir sans dire au revoir» 
etre comme chien et chat «ne pas s’entendre)) 

etre en rut comme une chatte qui court apres le matou «etre tres amoureuse» 

etre gourmand(e) comme un(e) chat(te) «aimer les sucreries, les petits plats fins» 

etre sournois comme un chat «etre tres sournois» 

etre vif comme un chat. «etre tres rapide» 

faire une toilette de chat «se laver de facon tres sommaire» 

il n y a pas de quoi fouetter un chat «ce n’est pas grave». Cette expression semble dater du 
XVIIe siecle. Le verbe «fouetter» ne serait pas a entendre dans le sens de «battre». Il n 'y a pas de 
quoi fouetter un chat «Ceci n’est qu’une bagatelle pour laquelle il est inutile de se donner du 
mal.» 

il n y a pas un chat «il n’y a personne». Expression populaire utilisee pour exprimer l’absence 
de monde ou de public dans un lieu ou l’on s’attendrait a trouver. 
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jeter le bout au chat «mettre un morceau de viande au rebut». Cette expression 
s’emploie aussi pour qualifier une ablation chirurgicale ou accidentelle. 

jeter le chat aux jambes de quelqu ’un «rejeter la responsabilite d’une faute sur lui» 
jouer (avec sa victime) comme un chat avec une souris «faire durer cruellement une 
situation deplaisante» 

jouer a la chatte «faire Tamour» 

jouer au chat et a la souris «laisser des espoirs a une personne que Ton a vaincu d’avance» 
lacher la queue du chat, de la chatte, avec les variantes: ecraser la queue du chat, faire 
la queue du chat «etre parrain ou marraine pour la premiere fois» 

laisser aller le chat au fromage «parlant d’une jeune femme, accomplir l’acte sexuel 
avec un homme» 

le chat aime manger le poisson, mais pas le pecher «remporter des victoires sans lutte» 
ne pas reveiller le chat qui dort «ne pas chercher le danger» 

passer comme un chat sur la braise «passer tres vite, notamment au figure lors d’un 
discours pour passer rapidement sur un fait douteux» 

payer en chats et rats «payer avec de la fausse monnaie» 

retomber comme un chat sur ses pattes «se tirer adroitement d’une situation difficile)) 
s ’entendre, vivre comme chien et chat «se quereller, vivre en ennemis» 
se servir de la patte du chat pour tirer les marrons du feu «faire courir a un autre le 
risque d’une entreprise dont on retirera seul le profit)) 
sortir avec sa chatte «sortir avec sa maitresse» 

tirer les marrons dufeu avec la patte du chat «se servir d’un intermediate pour qu’il 
effectue des taches que l’on craint de faire soi-meme» 

vendre chat en poche «conclure un marche sans monter l’objet de la vcnte» 

c) Comme expressions proverbiales, les dictionnaires enregistrent: 

Aux vilains matous les belles chattes «les mauvais gardens attirent les belles demoiselles)) 
C’est de la bouilliepour les chats «c’est un travail bade, d’un texte incomprehensible)) 
C’est du pipi de chat «?a n’est rien du tout! se dit aussi d’une boisson, et surtout d’une 
biere tres mauvaise» 

C’est le chat! [qui l’a fait] «reponse ironique faite a une personne refusant d’endosser 
la responsabilite d’un me fait lorsque l’on est certain de sa culpabilite» 

C'est le nid d'une souris dans I'oreille d'un chat. «se dit d’une chose impossible)) 
Celaferait pisser un chat par la patte ou a faire pisser un chat par la patte «se dit de 
quelque chose qui a un gout (tres) acide» 

II pleut des chats et des chiens est une expression anglaise pour dire qu’il pleut 
beaucoup. Les expressions equivalentes en francais sont «il pleut des cordes», «il pleut des 
hallebardes». 

On dirait un chat qui fait dans du son! «etre mal a l’aise, etre gene» 

Un chat n ’y retrouveraitpas sespetits «il y a un tel desordre qu’il est impossible de trouver 
ce qu’on cherche» 

Ces petits felins ont inspires maints proverbes, le montrant toujours sous les traits d’un 
etre sensible, mais neanmoins chasseur impitoyable. II semble bien que l’homme trouve dans 
le chat son pendant animal; insondable, capable du bon comme du mauvais. 

«Qa sent mauvais», dit le chat, en parlant de la viande qu ’il ne peut atteindre. 

A bon chat bon rat. 

A la maison le chat est un lion, le chat regne en maltre sur son territoire. 

A laide chatte, beaux ruinous. 

A mauvais chat, mauvais rat. 
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A vieux chat, jeune souris. 

Apres avoir mange neuf cents rats, le chat part en pelerinage. 

Aucun chat ne prend des souris pour Vamour de Dieu. 

Bon ami est me chat si ce n ’est qu ’il egratigne. 

C’est quand le chat est repu qu 'il dit que la derriere de la souris pue. 

Ce ne sont pas les puces des chiens quifont miauler les chats. 

Ce que I’homme epargne de sa bouche, /Le chat ou le chien vient qui I’embouche. 

Ce que la souris mangerait, que le chat le mange. 

Ce qui fait le jeu du chat est la mort pour la souris. 

Cela arrivera quand les chats auront des cornes et quand les Hollandais se feront 
circoncire. 

Celui qui chasse avec des chats attrapera des souris. 

Celui qui conserve quelque chose pour la nuit, le garde pour le chat. 

Chacun son metier et le chat n ’ira point au lait. 

Chat gante ne peut pas rater. 

Chat gourmand rend la cuisiniere avisee. 

Chat qui dort ne chasse pas. 

Chat qui gratte, gratte pour lui. 

Chat qui miaule chasse d ’autant moins. 

Chat timide fait souris effrontee. 

Cceur de femme, ceil de chat changent centfois. 

Comme on le traite de chat sauvage, il se met a voter les poulets. 

Dans un monde de chats, tout appartient aux chats. 

Dans un pays sans chien, onferait aboyer le chat. 

Des qu ’on prend le baton, le chat voleur s ’enfuit. 

Deux chats en meme sac ne peuvent vivre ensemble. 

Deux chats le meme sac, deux brus dans la meme maison. 

Femme et chat, dans la maison; homme et chien, hors la maison. 

Il est difficile d’attraper un chat noir dans une piece sombre, surtout quand il n ’y est 

pas. 

Il est rare de trouver un chat fidele devant le lait. 

II fout bien des souris pour mordre un chat. 

II n'est pas perm is de tuer le chien pour sauver la queue de la chatte. 

Il n ’est si petit chat qui s ’egratigne. 

Il y a plus d’une faqon d’etrangler son chat. 

Il y est habitue comme le chat l ’est aux puces. 

Inutile de gronder le chat, quand le fromage est mange. 

Jeux de chats, larmes de souris. 

L ’amour de la femme et les caresses du chat durent aussi longtemps qu ’on leur en 

donne. 

La belle-mere et la bru dans la meme maison sont comme deux chats dans un sac. 

La curiosite tue le chat. 

La devise du chat: Peu importe si jefais quelque chose de mal, I'important c'est defaire 
croire que c'est le chien qui I'afait. 

La femme, comme le chat, a neuf vies. 

La nuit tous les chats sont gris. 

La nuit, un chat en parait cent. 

La souris ne joue pas avec l ’enfant du chat. 

La viande que le chat emporte ne revient jamais a l ’assiette. 

Le chagrin tuerait un chat. 
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Le chat est dans le pigeonnier. 

Le chat est le lion pour la souris. 

Le chat est le tigre au rat. 

Le chat est son meilleur conseiller. 

Le chat et le rat font la paix sur une carcasse. 

Le chat mangerait bien du poisson, mais ne veut pas se mouiller les pattes. 

Le chat mordu par un serpent craint me me une corde. 

Le chat ne renonce pas a prendre des souris. 

Le chat qui miaule sans cesse n ’attrape jamais rien. 

Le chat qui se fait moine n ’oublie pas ses habitudes. 

Le chat sauvage en voulant imiter 1’elephant a defeque ses entrailles. 

Le chat sauvage fait ce qu ’il veut, mais c ’est au chat domestique qu ’on coupe la queue. 
Le fils du chat tue les souris. 

Le jeu du chat est la mort de la souris. 

Le lait convert n ’est pas lape par les chats. 

Le monde aura beau changer, les chats ne pondront pas. 

Le paysan entre deux avocats est comme le poisson entre deux chats. 

Le petit chat sait bien qui a mange la viande. 

Les chiens nefont pas des chats. 

Les femmes et les chats font toujours ce qui leur plait pendant que les hommes et les 
chiens tentent de s'habituer a cette idee. 

Les femmes sont des chattes qui retombent toujours sur leurs pattes. 

Les paysans entre deux avocats est comme le poisson entre deux chats. 

Les reves d’un chat sont peuples de souris. 

Les souris jouent sur la table quand le chat est loin. 

Les souris murmurent contre les chats, mais de loin. 

Meme saoul, la souris connait le carrefour du chat. 

Meme si un malchanceux reqoit une bonne mesure de lait, le chat la boira. 

Mieux vaut une souris dans la gueule du chat qu'un client aux mains de I'avocat. 

N’achete pas le chat dans un sac. 

N’appelle pas le chat pour mettre d’accord deux oiseaux qui se battent. 

Nefaites pas comme le chat qui cache ses griffes. 

Nefaites pas confiance au chat quand il y a du poisson au menu. 

Occasion trouve qui son chat bat. 

On bat le chat, on le dit a la bru. 

On ne connait un chat tant qu'on ne lui a marche sur la queue. 

On ne peut pas confer le lard au chat. 

On peut dresser un chat a rapporter un baton, on peut aussi dresser le baton a revenir 
seul c’estplus rapide. 

Personne ne veut attacher la sonnette au cou du chat. 

Peu n ’importe que le chat soit gris ou noir pourvu qu ’il attrape les souris. 

Pour comprendre vraiment son importance dans la vie, I'homme doit avoir un chien qui 
I'adore et un chat qui I'ignore. 

Pour I ’amour de la graisse, le chat lecherait le chandelier. 

Pour la souris, le chat est un tigre; pour le tigre, il n ’est qu ’une souris. 

Quand la souris nargue le chat, c ’est que son trou n ’est pas loin. 

Quand le chat court sur les toits, les souris dansent au logis. 

Quand le chat est absent, le rat monte sur le trone. 

Quand le chat et la souris vivent en bonne intelligence, les provisions soujfrent. 

Quand le chat et la souris vivent en paix, le garde-manger s ’en ressent. 


721 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


Quand le chat n 'a pas faim, il dit que le derriere de la souris pne. 

Quand le chat n ’est pas la, c ’est la fete pour les souris. 

Quand le chat n ’est pas la, les rats donnent un bal. 

Quand les chats siffleront, /A beaucoup de choses nous croirons. 

Qui est ne chat, chasse les souris. 

Qui naquit chat court apres les souris. 

Qui ne nourrit pas le chat, nourrit le rat. 

Si le chat est immobile c ’est que le chat a encore l ’ceil ouvert. 

Si le chat portait des gants, il n ’attraperait pas de souris. 4 
Si le rat a mis une culotte, ce sont les chats qui I'otent. 

Si les chats gardent les chevres, qui attrapera les souris? 

Si tu es un elephant, n ’offense pas le chat. 

Tous les moineaux periraient, si le chat avait des ailes. 

Un bon chat n ’a pas besoin d’un collier d’or. 

Un chat avec des moufles n ’attrape pas de souris. 

Un chat ne reve de souris. 

Un chatperd ses pods, mais pas ses manieres. 

Un ceil sur la casserole et l ’autre sur le chat. 

Un seul lionceau vaut mieux qu ’un plein panier de petits chats. 

Une cuisse d'alouette vaut mieux que tout un chat roti. 

En ce qui concerne le champ semantique de ce mot on peut dire qu’il est tres productif, 
rencontrant a travers notre etude nombreuses expressions, locutions et proverbes. 

BIBLIOGRAPHY 

Barre, Louis, Landois, M. Narcisse, Completement du Dictionnaire de I’Academie Franqaise, 
Bruxelles, 1839 (edition en ligne) 

Dictionnaire de I ’Academic franqaise, Paris, 1835 (edition en ligne) 

Brachet, August, Dictionnaire Etymologique de la langue franqaise, Paris, 1872 (edition en 

ligne) 

Le Nouveau Petit Robert de la langue franqaise 2008, Paris, Editions Robert, 2007 
Montreynaud, Florence, Pierron, Agnes, Suzzoni, Frangois, Dictionnaire de proverbes et 
dictons, Paris, Editions Robert, 2006 

Picoche, Jacqueline, Dictionnaire etymologique du franqais, Paris, Editions Robert, 2006 
Rat, Maurice, Dictionnaire des locutions franqaises, Paris, Editions Larousse, 1957 
Tresor de la langue franqaise informatisee, (version electronique du Tresor de la Langue 
Franqaise, dictionnaire de reference du XIXe et XXe siecle) 
www.lintemaute.com 
www.gallica.bnf.fr 
www.wikipedia.fr 


722 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


AN APPROACH OF DENTAL ACT WITH YOUNG PUPILS 


Ramona Vlad, DMD and Maria Dorina Pa§ca, Assoc. Prof., PhD 
University of Medicine and Pharmacy, Tirgu Mure$ 


Abstract: The fear of dentist is a feeling perceived by the kids that most of times is due to the stomatologic 
therapeutic procedures. It is very frequent with young pupils, the maximum being noticed at the age of 
11. The types are different and vary from one patient to another in point of intensity (nen’osity, fear, 
anxiety, phobia). Through the questionnaire applied I intended to iden tify if the young pupils fear the 
dentist. We used the questionnaire on a sample made up of 50 pupils of the second grade, ranging from 
8 to 9 years old. The puplis who were questioned attend Secondary School Nr. 114 in Bucharest. As a 
result of the data provided by applying the questionnaire I noticed that most of pupils had been to the 
dentist until that age and a great deal of them (66%) said that they liked it. Most of pupils declared that 
they do not fear the dentist (60%). The girls are more interesed in becoming a dentist, this being proved 
by their preference to play the part of the dentist in the game „the dentist” 38%, compared to 8% in 
point of boys. The questionnaire applied emphasized some aspects of the fear of dentist with the young 
pupils and the need of oral health education in schools and family. 

Keywords: pupil, dentist, fear, pain, education. 


Introducere 

Prima etapa a scolaritatji, denumita §i varsta scolara mica dureaza aproximativ 5 ani (de 
la 5-6 ani pana la 10-11 ani) §i coincide cu copilaria mare. 

in aceasta perioada, dezvoltarea biologica a copilului consta in procesul de crcstcrc si 
maturizare fizica a organismului, in schimbari cantitative §i calitative ale activital)i nervoase 
superioare. 

„Starea de sanatate este o interactiune complexa a mai multor factori: biologici, 
psihologici si sociali.” Zlate M. (2001) 

Conform clasificarii lui Piaget, „§colarul mic se afla in stadiul concret operational al 
dezvoltarii cognitive, caracterizat de transformarea fanteziei infantile in gandire logica si 
capacitatea de a injelege relajiile cauza- efect.” Piajet J. (1971) Volumul de cunostin(c, precum 
§i solicitarile cresc in complexitate odata cu trecerea anilor, iar scolarul evolueaza numai daca 
§i-a insu§it cunostintcle si deprinderile de baza in invajare. in aceasta perioada „este sensibil, 
mai pujin egocentrist, devine mai sigur pe el in cadrul familiei si raspunde mai bine la sugestii 
decat la ordine.” Iamandescu IB. (2002) 

Se dezvolta propriile dorinje §i aspirajii. Ia amploare sensul moral- afectiv al conduitei, 
dezvoltarea sentimentelor §i starilor afective, precum si a sentimentelor intelectuale. Copilul 
injelege §i resimte ceea ce se intampla in familie, iar relajiile pozitive cu parintii sunt 
semnificative, conducand spre structurarea pozitiva a personalitajii copilului. 

Alaturi de invajatura, jocul §i munca au rol important in dezvoltarea fizica si psihica a 
copiilor de varsta §colara. Dcsi imbraca forme noi, jocul isi pastreaza func(iilc specifice: 
formative, cognitive, ludice. Copilul nu mai este atat de preocupat de joc in sine, ci mai ales de 
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finalitatea jocului, de rezultatul acestuia. „Activitatea ludica il fortifica pe copil din punct de 
vedere fizic si ii dezvolta o serie de calitati de ordin psihologic.” Dragan I. (2007) 

Activitatea intelectuala a copiilor de varsta §colara cunoastc modificari semnificative in 
planul perccptici §i obscrvatici, al gandirii, memoriei §i atenjiei. 

Capacitajile senzorial- perceptive devin mai eficiente. Se dezvolta pragurile perceptive, 
vederea si auzul atingand performance importante spre varsta de 8-10 ani. Capacitatea 
perceptiva se dezvolta §i datorita cuvintelor, al caror rol este acela de a specifica, de a sintetiza 
§i concentra experienja cognitiva, de a pune ordine in expcricnta copilului. Cea mai importanta 
caracteristica a perccptici copilului de 8-10 ani consta in subordonarea ei mecanismului §i 
rolului cognitiv al gandirii. Prin aceasta, perccptia devine o activitate dirijata si cu sens, 
organizata §i sistematizata. O astfel de percepjie, superior organizata, este observajia. Aceasta 
are drept caracteristica faptul ca este de durata, subordonata unui scop §i sistematica. 

Dupa varsta de 8-9 ani, copilul trece de la stadiul operapilor concrete la cel al operapilor 
abstracte. Gandirea §colarului opereaza cu date din expcricnta cognitiva generala, ceea ce face 
ca actul cunoa§terii sa fie bogat, iar operatiile de diferenjiere complexe §i organizate. In aceasta 
perioada copilul incepe sa-§i organizeze procesul gandirii in rationamente ce conjin selectarea 
§i exprimarea unei anumite relajii intre general, particular §i individual. Spre sfarsitul micii 
fcolaritaji incep sa se cvidenticzc judecajilc complexe. 

„Gandirea pozitiva se caracterizeaza prin rationalitate, orientare activa, constructiva, pe 
directia depasirii dificultatilor.” Zlate M. (1999) 

Antrenarea spiritului de observajie si a gandirii conditioncaza dezvoltarea imaginajiei, 
care este relativ dezvoltata inca de la intrarea in §coala §i determinate de joc. 

La aceasta varsta copilul incepe sa gandeasca abstract si sa actioneze motivat. Cel mai 
important rol in comportamentul uman il au factorii psihosociali. 

Studii de specialitate sustin ca statusul socio-economic al familiei inllucntcaza starea de 
igiena orala a copilului. Membrii familiilor cu venituri mici se prezinta la medicul stomatolog 
doar atunci cand prezinta simptome grave. Copiii preiau teama parintilor sau a fratilor mai mari 
§i colaboreaza foarte putin cu medicul. Intelegerea de catre stomatolog a emotiilor copilului 
poate ajuta medicul la prevenirea si minimalizarea efectelor negative a acestor trairi. In acest 
scop este necesara o buna cunoastere a dezvoltarii psihice a copilului, coroborata cu o 
preocupare continua de a obtine increderea copilului. 

“Cel mai important lucru il reprezinta elementul de cunoastere, acceptare, injelegere si 
ajutor reciproc - medic-pacient copil versus pacient copil-medic.” Pasca MD (2007) 

Comportamentul medicului poate reduce anxietatea si, implicit, intensitatea perceptiei 
dureroase. Temerile pacientilor- copii sau adulti- au legatura cu anticiparea unei dureri posibile 
sau inchipuite. Multe dintre acestea isi au originea in experientele anterioare- reale sau 
imaginare, traite sau povestite de altii- determinand o reactie rapida a individului in fata 
amenintarii. 

Teama este raspunsul organismului in fata unei amenintari reale sau imaginare, pe cand 
anxietatea se poate asocia cu o senzatie de durere in piept, cresterea pulsului, diminuarea 
intensitatii vocii. Teama variaza ca intensitate de la un pacient la altul, de la nervozitate la 
anxietate- sentiment accentuat de frica ce poate disparea instantaneu sau poate lua forma unei 
fobii dentare. 

Teama sau anxietatea pot crea dificultati in tratamentul stomatologic, atat medicului, cat 
si pacientilor copii. Pentru a preintampina astfel de situatii, specialistii recomanda o acomodare 
treptata a copilului cu actul stomatologic, proces care ar trebui sa inceapa inca din primii ani ai 
copilariei, in familie. Este nevoie de incurajare din partea parintilor, de intarirea unui 
comportament pozitiv la stomatolog prin exemplele din experienta parintilor sau a fratilor mai 
mari. 
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Este recomandat ca intre medic si pacient sa se stabileasca o buna comunicare verbala si 
non-verbala. Metoda cea mai populara de scadere a anxietatii copiilor la stomatolog este metoda 
„tell show do”, metoda prin care pacientului i se explica, i se arata, urmand ca ulterior sa i se 
administreze tratamentul dentar. Pentru obtinerea unor rezultate cat mai bune in planul 
relationarii medicului cu pacientul, este recomandata combinatia tehnicilor de anestezie locala 
cu cele de comportament. 

Varsta micii scolaritati este o foarte buna perioada pentru invatarea modului de ingrijire 
a dintilor. In aceasta perioada incep sa se piarda dintii de lapte, unii incep tratamente 
ortodontice, sunt aplicate tehnici de sigilare. “Dintii sunt o components importanta a cavitatii 
orale... Dintii de lapte sanatosi il fac pe copil sa mestece corect, il ajuta sa invete sa vorbeasca 
clar, ghideaza eruptia dintilor permanenti.” Raducanu AM (2008) 

Asigurarea sanatatii orale la copii constituie o preocupare permanenta a parintilor, 
educatorilor si medicilor stomatologi. 

Avand in vedere importanta prevenirii si tratarii afectiunilor structurilor bucale, in 
lucrarea de fata vom incerca sa identificam daca scolarii mici manifesta teama la stomatolog. 

Material si metoda 

Studiul isi propune o microradiografie a perceptiei scolarilor din clasele a Il-a asupra 
actului stomatologic. Pentru identificarea existentei anxietatii copiilor de aceasta varsta am 
utilizat un chestionar cu zece intrebari. 

Chestionarul a fost aplicat in Bucuresti, la Scoala Gimnaziala nr. 114, in perioada 
Octombrie- Decembrie 2016 pe un esantion de 50 de subiecti. Chestionarele contin varsta si 
sexul subiectilor, fara a fi trecute numele acestora. Participantii au raspuns in scris la cele zece 
intrebari ale chestionarului. 


Chestionar 

Te rog sa raspunzi la urmatoarele intrebari, dupa ce le-ai citit cu atcntic, notand totodata: 
- varsta_; sexul_; scoala_ 

1. Ai fost vreodata la stomatolog? 

a. Da 

b. Nu 

2. Ji-a placut? 

a. Da 

b. Nu 

3. Iti este frica de stomatolog? 

a. Da 

Daca da, de ce? 

a. anestezie (injectie); b. durere; c. aparatura medicala; d. medic 

b. Nu 

4. Cand mergi la stomatolog? 

a. Cand te doare un dintisor 

b. La control 

c. Ambele 

5. De la cine astepti recompense cand mergi la stomatolog? 

a. Parinti 

b. Bunici 

c. Medic 

d. Medic si parinti/ bunici si parinti/ medic si bunici 
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e. Nu astept recompense 

6. Parintii stau impreuna cu tine in cabinetul stomatologic? 

a. Da 

b. Nu 

7. Iti place sa te speli pe dinti? 

a. Da 

b. Nu 

8. Te-ai jucat vreodata “de-a stomatologul”? 

a. Da 

b. Nu 

9. Ce rol iti place? 

a. medic; b. pacient; c. nu imi place 

10. Ce i-ai spune unui prieten mai mic decat tine? 

a. Sa nu se duca la stomatolog; 

b. Sa mearga doar daca are nevoie; 

c. Sa mearga linistit ca nu se va intampla nimic rau. 

Rezultate 

Tabel 1. Rezultatele chestionarului aplicat 


Item 

F 

8-9 

ani 

B 

8-9 

ani 

Total 

els II 

A 

F 

8-9 

ani 

B 

8-9 

ani 

Total 

els II 
B 

F 

8-9 

ani 

B 

8-9 

ani 

Total 

els II 

C 

Total 

cele 

3 els 

Total 

F B 

Procente 

F B 

la 

8 

6 

14 

5 

10 

15 

10 

2 

12 

41 

23 

18 

46% 

36% 

lb 

1 

1 

2 

1 

0 

1 

1 

5 

6 

9 

3 

6 

6% 

12% 

2a 

8 

6 

14 

4 

7 

11 

6 

2 

8 

33 

18 

15 

36% 

30% 

2b 

0 

0 

0 

1 

3 

4 

4 

1 

5 

9 

5 

4 

10% 

8% 

2c 

1 

1 

2 

1 

0 

1 

1 

4 

5 

8 

3 

5 

6% 

10% 

3a.a 

1 

0 

1 

0 

4 

4 

5 

3 

8 

13 

6 

7 

12% 

14% 

3a.b 

0 

0 

0 

1 

1 

2 

2 

1 

3 

5 

3 

2 

6% 

4% 

3a.c 

0 

0 

0 

1 

0 

1 

0 

0 

0 

1 

1 

0 

2% 

0% 

3a.d 

0 

0 

0 

1 

0 

1 

0 

0 

0 

1 

1 

0 

2% 

0% 

3b 

8 

7 

15 

4 

4 

8 

4 

3 

7 

30 

16 

14 

32% 

28% 

4a 

7 

5 

12 

5 

5 

10 

11 

6 

17 

39 

23 

16 

46% 

32% 

4b 

1 

1 

2 

1 

1 

2 

0 

1 

1 

5 

2 

3 

4% 

6% 

4c 

1 

1 

2 

0 

4 

4 

0 

0 

0 

6 

1 

5 

2% 

10% 

5a 

4 

2 

6 

1 

6 

7 

5 

3 

8 

21 

10 

11 

20% 

22% 

5b 

0 

0 

0 

1 

0 

1 

1 

0 

1 

2 

2 

0 

4% 

0% 

5c 

3 

5 

8 

3 

1 

4 

5 

4 

9 

21 

11 

10 

22% 

20% 

5d 

2 

0 

2 

0 

2 

2 

0 

0 

0 

4 

2 

2 

4% 

4% 

5e 

0 

0 

0 

1 

1 

2 

0 

0 

0 

2 

1 

1 

2% 

2% 

6a 

9 

6 

15 

4 

5 

9 

9 

5 

14 

38 

22 

16 

44% 

32% 

6b 

0 

1 

1 

2 

5 

7 

2 

2 

4 

12 

4 

8 

8% 

16% 

7a 

8 

6 

14 

5 

10 

15 

10 

6 

16 

45 

23 

22 

46% 

44% 
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7b 

1 

1 

2 

1 

0 

1 

1 

1 

2 

5 

3 

2 

6% 

4% 

8a 

8 


8 

2 

1 

3 

9 

3 

12 

23 

19 

4 

38% 

8% 

8b 

1 

7 

8 

3 

10 

13 

2 

4 

6 

27 

6 

21 

12% 

42% 

9a 

8 

1 

9 

4 

2 

6 

7 

1 

8 

23 

19 

4 

38% 

8% 

9b 

0 

0 

0 

2 

4 

6 

2 

2 

4 

10 

4 

6 

8% 

12% 

9c 

1 

6 

7 

2 

2 

4 

2 

4 

6 

17 

5 

12 

10% 

24% 

10a 

0 

0 

0 

0 

0 
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Intrebarea 7 - Fete 
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Figura 15 


Intrebarea 8 - Baieti 

■ 8a 

■ 8b 


Figura 16 




Figura 17 



Figura 18 



Figura 19 



Discutii 

Raspunsurile la intrebarile 1 si 2 arata ca din cei 50 de copii chestionati, avand varste 
cuprinse intre 8 si 9 ani, s-a putut observa ca majoritatea copiilor au fost la stomatolog pana la 
varsta de 8-9 ani, iar o mare parte dintre acestia (66%) au declarat ca le-a placut. 

Raspunsurile la intrebarea 3 arata ca cei mai multi copii declara ca nu se tern de 
stomatolog (60%), iar dintre cei care isi declara frica de stomatolog, cei mai mulji se tern de 
anestezie (26%). 

Raspunsurile la intrebarea 4 indica faptul ca cei mai multi copii merg la stomatolog doar 
cand au dureri (78%). Acesta poate fi si un indicator al incapacitatii financiare a familiilor 
copiilor. 

Copiii asteapta recompense din partea parintilor si a medicilor in egala masura, doar 4% 
dintre ei declara ca nu asteapta recompense (intrebarea 5). 
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Rezultatele la intrebarea 6 evidentiaza faptul ca in cele mai multe cazuri (76%) parintii 
ii insotesc pe copii in cabinetul stomatologic. 

Intrebati daca le place sa se spele pe dinti (intrebarea 7) cei mai multi au raspuns 
afirmativ (90%), neexistand diferente semnificative intre baieti si fete. 

Rezultatele la intrebarile 8 si 9 evidentiaza tendinta fetelor de a se identifica cu rolul 
stomatologului (38%), comparativ cu numarul baietilor (8%). 34% dintre cei chestionati nu par 
interesati de jocul “De-a stomatologul”, cei mai multi dintre acestia Hind baieji (24%). 

Raspunsurile la intrebarea 10 arata ca majoritatea copiilor au incredere ca la stomatolog 
nu li se intampla nimic rau (72%). 

Concluzii 

• Interpretarea rezultatelor la chestionarul aplicat ne conduce la concluzia ca, la nivel 
declarativ, mai mult de jumatate dintre scolarii chestionati nu se tern de stomatolog. 

• Datorita faptului ca diferenta dintre numarul acestora si al celor care se tern de 
stomatolog nu este foarte mare, putem deduce ca exista totusi teama vis-a-vis de actul 
stomatologic la scolarii mici. 

• Numarul mare al copiilor care merg la stomatolog doar cand au dureri poate indica, fie 
o incapacitate financiara a parintilor de a-i duce pe copii la control stomatologic in scop 
preventiv, fie carente in educatia parintilor privitoare la igiena orala. 

• Aceste aspecte conduc la necesitatea unei mai bune implicari a scolii, familiei si cadrelor 
medicale in educatia pentru sanatate a copiilor, in formarea unei perceptii corecte si 
complete a actului stomatologic, prin cooperarea cu medicul, acomodarea cu aparatura 
medicala si cu tehnicile de lucru. 
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DIO MI POTEVI - OTELLO’S PRAYER 


Letitia Goia 

"Iuliu Hatieganu" University of Medicine and Pharmacy, CIuj-Napoca 


Abstract: Prayers or sacred expressions are common in most operas composed by Giuseppe Verdi. 
Desdemona’s Ave Maria in act IV of Otello is probably the first one to come to mind , while at the other 
end of the spectrum lies lago’s Credo, the self-acknowledgement of a Mephistophelian character. The 
present article analyses Otello’s monologue in act III - Dio! mi potevi scagliar -from the perspective 
of the sacred, revealing a prayer uttered by a man wavering between good and evil. 

Keywords: Otello, prayer, Dio mi potevi, Shakespeare, Verdi 


Subtextul sacrul din tragedia shakespeariana Othello (1604), transferat in opera 
Otello (1887) de Giuseppe Verdi, este tesut cu mare maiestrie de compozitor si libretistul sau - 
Arrigo Boito, atat in libret cat si in acompaniamentul orchestral. Acesta se regaseste pe tot 
parcursul operei, constituindu-se intr-o dualitate divin-diabolic ce il situeaza pe Otello-omul la 
rascrucea dintre bine si rau. Pasajul care va fi analizat in acest studiu este adesea numit 
monologul lui Otello, arie, solilocviu sau lamentatie, insa, dupa cum vom observa pe parcursul 
cercetarii, acesta este de fapt o rugaciune. 

Sfantul loan Damaschinul defineste rugaciunea ca fund „inaltarca sufletului catre 
Dumnezeu sau cererea de la Dumnezeu a unor bunuri potrivite”. Din perspectiva bisericii, 
exista mai multe feluri de rugaciune: rugaciunea vocala, meditatia sau rugaciunea mentala. 
Catehismul Bisericii Catolice explica 1 : „Prin Cuvantul sau, Dumnezeu ii vorbcstc omului. Iar 
rugaciunea noastra se intrupeaza in cuvinte mentale sau vocale. Lucrul cel mai important este 
insa prezenja inimii fata de Cel caruia ii vorbim in rugaciune.” (art. 2700) si putin mai jos: 
„Rugaciunea se interiorizeaza in masura in care devenim tot mai mult con§tien(i de Acela 
„caruia ii vorbim”. (art. 2704). 

Verdi a introdus numeroase rugaciuni in operele sale, un exemplu graitor fiind Ave 
Maria rostita de Desdemona in actul IV al operei Otello. In contrast cu divinul pe care il 
reprezinta Desdemona, compozitorul ii ofera scena lui lago in actul II pentru un Credo , care se 
dovedeste a fi de fapt o antiteza a simbolului crestin de credinta. Otello se afla constant in relatie 
cu binele si cu raul; pe tot parcursul sau, el oscileaza intre increderea in divinitate, simbolizata 
de Desdemona si ispita diavoleasca a lui lago. Aria pregatita de Verdi pentru el in actul al III- 
lea il surprinde in momentul in care incepe sa constientizeze influenta celor doua forte care ii 
incadreaza viata. Mai mult, Otello incepe sa realizeze inraurirea nefasta a celui rau si sa 
inteleaga, poate pentru prima data, pericolul la care s-a supus urmand calea acestuia. Primul 
cuvant pe care il rosteste este Doamne! Acesta exprima o invocare a divinitatii, o formulare 
obisnuita celor ce se adreseaza lui Dumnezeu intr-o rugaciune. Urmat de semnul exclamarii, el 
cheama, implora ... 


1 Catehismul Bisericii Catolice, Arhiepiscopia Romano-Catolica de Bucuresti, 1993 
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Aria lui Otello din actul al Ill-lea este unul din pasajele in care libretistul Arrigo 
Boito preia cu putine schimbari textul Shakespearian. In piesa de teatru, pasajul se afla in actul 
IV, scena 2: 

Othello: Ah, cerul dac-ar vrea 
Prin chinuri sa ma-ncerce! De-ar ploua 
Rusini si griji pe crestetul meu gold 
De m-ar cuprinde-n lipsuri pan ’la gat 
Si-ntemnita cu sfintele-mi nadejdi, 

In sufletu-mi tot as gasi-n vrun colt, 

Un strop de resemnare! Dar, vai mie! 

Sa fiufacut un popandau tintit 
In ceasul de dispret cu-n deget moale 
Si nemiscat! Si-as fi-ndurat si asta, 

Si bine cliiar, prea bine! Dar din locul 
In care mi-am pus inima prinos, 

In care sau traiesc, sau nu-ndur viata, 

Fantana de-unde-al meu izvor purcede, 

Sau altfel seaca: sa fiu scos de-acolo! 

Sau sa raman in el, ca-ntr-o baltoaca 
Ce colcaie de broaste-mperecheate! 

O, tu, rabdare, tanar heruvim 
Cu rosii buze, schimba-te la fata 
Si-ntuneca-te, iadului asemeni! 2 

Versurile libretului nu transfera exact textul piesei, insa, impreuna cu 
acompaniamentul muzical, acest fragment reuseste sa redea pe deplin sensul conferit de 
Shakespeare. Mai mult, daca in piesa elisabetana discursul lui Otello e un monolog ce surprinde 
disperarea provocata de gelozie, in opera romantica acesta se transforma intr-o rugaciune ce 
dezvaluie miscarile unui suflet zbuciumat. „Otello se intoarce din nou in central scenei pentra 
cea mai extinsa parte de solo din opera, solilocviul in care isi plange de mila Dio mi potevi 
scagliar, care incepe cu fragmente de abia coerente, se inalta treptat la un lirism controlat, iar 
apoi se prabuseste din nou, de aceast data in expresia violentei.” 3 Verdi a vizualizat acest 
moment in patra parti pe care le-a explicat in Disposizioni scenica pentru opera Otello alcatuita 
de editorul sau, Giulio Ricordi, pentra primul spectacol de la teatral Scala din Milano - 1887. 
Julian Budden 4 a preluat si tradus aceste indicatii cuprinse in documentul italian ce confine 
informatii detaliate privind personajele, decoral sau aspectele regizorale. Aceste patra sectiuni 
ale interventiei lui Otello urmaresc metamorfoza celor mai profunde sentimente pe care le 
traieste maural. „Dupa emotiile violente extreme stamite in scena anterioara cu Desdemona, 
Otello ramane intr-o stare de apatie. In acest prim interval, vocea sa este gatuita, iar cuvintele 
intrerapte de durere si suspine; este necesara o imobilitate totala, cu exceptia unor miscari 
usoare ale capului; doar la rostirea cuvintelor: resemnat de voia cerurilor Otello ar trebui sa-si 
ridice bratul drept catre cer, iar vocea sa ar trebui sa fie mai ferma si mai hotarata. In acelasi 
moment ar trebui sa se ridice in picioare si sa faca doi-trei pasi spre central scenei.” 5 

Rugaciunea lui Otello reprezinta momentul in care generalul atat de invingator in 
lupte grele, generalul cel drept si darz, care si-a adunat de-a lungul timpului trofee de netagaduit, 


2 William Shakespeare, Othello , IV,2 in William Shakespeare. Opere complete. Vol.6. Bucuresti: Univers, 1987, p.339 

3 New Grove Dictionary of Opera, Ed. Stanley Sadie, vol.3, New York. Lon-Rod, 1992, p.793 (tr.n.) 

4 Julian Budden, The Operas of Verdi 3. From Don Carlos to Falstaff, Oxford, Clarendon Press, 1992. 

5 Disposizione scenica pp.62-63, in Julian Budden, The Operas of Verdi 3, From Don Carlos to Falstaff, Oxford, Clarendon 
Press, 1992, nota 3, p.377 (tr.n.) 
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eroul care in prima scena a operei (scena furtunii care tine loc de uvertura) isi face triumfatoarea 
aparitie, realizeaza ca este infrant. El este nimicit de un adversar necunoscut pentru el: minciuna 
si insinuarile mefistofelice ale lui Iago. Intr-o analiza din perspective psihologica a lucrarii lui 
Shakespeare, Mihai Radulescu observa: „Invingator in atatea batalii unde sorjii izbanzii nu 
atamau de bratul, ci de mintea sa si de puterea ei de a ridica sute §i sute de oameni ca un zid viu 
in faja vrajma§ului, s-a lasat invins de un om mai inteligent oare? de un strateg mai dibaci? de 
un conducator de osti cu mai multa experienja sau mai bine sfatuit? Nu, Othello nu a fost invins 
prin infruntare, Othello nu §i-a vazut vrajma§ul. Acesta s-a insinuat in el, 1-a invins din abisurile 
propriei sale gandiri, 1-a indemnat sa judece dupa un tipar de cugetare a carui geografie nu o 
cunostca, pana 1-a imbrancit in mlastinilc disperarii. Othello a fost razbit de nemaiinjelegerea 
propriei sale gandiri.” 6 

Mlastinile disperarii sunt descrise cu multa profunzime emotionala de orchestra, 
care aminteste la inceput de valurile zbuciumate ale marii din timpul furtunii care a deschis 
opera, ducandu-ne apoi cu gandul spre o laguna noroioasa. O priveliste stranie, intunecata, 
introdusa din nou de un passus duriuscuius tulburator. Verdi foloseste diferite mijloace 
muzicale pentru a ilustra trasaturile personajelor sale, printre care si linii melodice dedicate. 
De-a lungul intregii opere, Iago este caracterizat printr-un cromatism descendent - passus 
duriusculus - el sugereaza natura diabolica a lui Iago si apare nu doar odata cu eroul, ci si in 
lipsa lui, indicand viclenia si perfidia acestuia, precum si influenta lui nefasta asupra mintilor 
si sufletelor celorlalte personaje, pe care le conduce in jos, inspre infern. Discursul muzical al 
lui Otello este introdus prin aceasta miscare cromatica, pentru ca apoi sa se auda doar viorile 
intr-o atmosfera ce pare un taram al nefiintei sprijinit pe sunete foarte grave si indelung sustinute 
de catre corzile din registrul de jos (violoncel si contrabas) si corn bas. 

Zbuciumul sufletului care vrea sa se desprinda de abisul care-1 absoarbe intoneaza 
suspinele liniei melodice ale acompaniamentului orchestral: acele triolete in saisprezecimi cu 
accent pe prima nota. Aceasta linie melodica a sufletului este sustinuta doar de sensibilele viori, 
interpretul neputand parca sa vocalizeze ceea ce simte atat de intens in interiorul fiintei sale. 

Declamatia verdiana a protagonistului vine sa sublinieze acest tablou sumbru al 
neputintei omenesti. Compozitorul cere ca inceputul acestei rugaciuni sa fie interpretat intr-o 
atitudine insotita de amaraciune si tristete, Otello se intoarce pe scena nel massimo grado 
dell ’abbattimento (extrem de abatut) si in acelasi timp con voce soffocata (cu voce sufocata). 
In nuanta foarte scazuta (patru de piano pppp) razbate, ca din ceata gandurilor intunecate, vocea 
descurajata ce rosteste o rugaciune din adancul tainuit al sufletului: Doamne, puteai arunca 
asupra mea toate relele saraciei... rusinii... Otello, sfarsit dupa duetul cu Desdemona, abia 
sop teste cateva sunete pe aceeasi nota intr-o tonalitate extrem de trista: do bemol major. Budden 
remarca senzatia de epuizare din acest pasaj: „Dupa textura armonica bogata a duetului, 
pustietatea din partea solistica a lui Otello este deosebit de graitoare” 7 . Sa faci din mandrele 
mele trofee o ruina... o minciuna...mi-as fipurtat cruda cruce de tulburare si de batjocura, cu 
fruntea calma si resemnat de voia cerurilor. Sfasietoare recunoastere a desertaciunii mandrelor 
trofee si sfasietoare ultima dara de speranta indreptata in mod sublim catre cer printr-un scurt 
fragment de patru masuri in care se rostesc cuvintele resemnat de voia cerurilor. Acest pasaj 
ce apare dupa intonarea cu voce sufocata a posibilelor nenorociri este in sfarsit interpretat cu 
voce cantabila intr-un legatto si o inaltatoare linie melodica ascendenta, ajutat fund si de 
orchestra in acelasi sens ... spre ceruri; ruga este intarita de gestul cerut de compozitor in 
indicatiile scenice prezentate mai sus: mana dreapta ridicata spre divinitate. Otello intelege ca 
a pierdut cel mai pretios dar - sufletul sau, care nu ar putea fi nicidecum pus in balanta cu toate 
cele lumesti. 


6 Mihai Radulescu, in http://www.literaturasidetentie.ro/categorv/stilistica/ 

7 Julian Budden, op.cit., p.377 
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Vocea devine mai pregnanta in urmatorul pasaj, dupa cum recomanda si Verdi in 
aceeasi Disposizione scenica: „Partea a doua trebuie cantata mai expresiv, fiindca [Otello] isi 
aminteste bucurii trecute” 8 . Ritmica, armonia, timbrul, precum si superba linie melodica a partii 
vocale inspira o retraire a duetul de dragoste de la inceputul operei. Constiinta binelui pierdut 
naste una dintre cele mai tragice exprimari ale artei vocale romantice: Dar, o, planset, o, durere! 
mi-au rapit mirajul in care ma bucuram cu sufletul impacat. Aceste ganduri sunt insotite de o 
fraza muzicala foarte extinsa, cu o linie melodica liniara formata din sunete apropiate si 
sprijinita adeseori pe acorduri consonante. Vibreaza in atmosfera fondul muzical adecvat 
inserarii clipei de amintire a mirajului in care Otello se bucura cu sufletul curat si impacat. Dar 
binele a fost alungat pentru totdeauna: S-a stins acel soare, acel surds, acea raza care imi dadea 
viata... Desdemona este intruchiparea divinului, ingerul asezat alaturi de Otello pe drumul sau 
prin aceasta viata, iar surasul, raza de soare ce s-a stins pentru el e paradisul pe care 1-a pierdut. 

Partea muzicala devine din ce in ce mai agitata. Pe fundalul cresterii rapide a tempo- 
ului si a aglomerarii de armonii si de ritmuri schimbatoare, Otello isi exclama suferinta acestei 
pierderi. Din acest moment, linia melodica verdiana inconfundabila prin frumusete si 
romantism, insotita de agitatia din orchestra, tradeaza nesiguranta personajului in rugaciune. El 
stie ca este deja atat de cuprins de raul lumii incat orice speranta pare spulberata: Acum, tu, 
Clementa, bland geniu nemuritor cu zambet roz, acoperi fata ta sfanta cu oribila masca 
infernala! Exclamatiile lui devin din ce in ce mai contradictorii: ba violente, ba sarcastice, ba 
insinuante. Verdi recomanda interpretului „sa treaca brusc, fara nicio tranzitie, la cea de-a patra 
parte. Aici trebuie sa izbucneasca intr-o furie salbatica, ingrozitoare, implacabila, ca un tunet. 
Otello striga: Ah! Damnatiune! Intai marturisesti pacatul si apoi sa mori! Marturiseste! 
Dovada! Cerule! Oh!, iar cuvintele sale trebuie sa creasca in putere si violenta.” 9 

Aria lui Otello culmineaza cu celebrul O gioia! (si bemol acut), moment in care 
devine limpede ca maurul se zbate in tortura cu adevarat diavoleasca pe care i-a pregatit-o Iago 
cu o rabdare si o viclenie batjocoritoare: „Pentru evolutia starii sufletesti a lui Otello este 
deosebit de edificatoare o comparatie intre monoloagele lui din actele II si III: patetismul si 
agitatia tragica din primul monolog vorbesc despre lupta incordata din sufletul lui Otello, lupta 
care duce la o explozie de furie frenetica. Cel de-al doilea monolog vadeste deznadejde si 
intunecime: o recitare inerta in partea vocala, iar in acompaniament o figura ostinata, ca o idee 
fixa, care aminteste de chipul diabolic al lui Iago.” 10 Intr-adevar, acest al doilea monolog, o 
ultima incercare de rugaciune, marcheaza teribila cadere a lui Otello si cumplit de dureroasa 
realizare a acestuia. 
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DIVERSITY ISSUES OF EXILE: BETWEEN IDENTITY AND MIGRATION 


Ana-Elena Costandache 
”Dunarea De Jos” University ofGaiapi 


Abstract: Writing about identity, temporary migration or exile in the XXI century means to discover 
various forms of exile, but mainly means that we search for ourselves as individuals. We are here, we 
belong here, we identify with the place where we were born or contrary, we do not find anywhere and 
we are in a continuous search to establish own ego. 

Our approach focuses on the volume “Between Homelands. Testimonies on Identity and exile” (by 
Mirela Florian and Ioana Popescu, Ed. Polirom, Bucharest, 2006). The volume drew our attention to 
the multitude of essays (in the form of interviews) contained about migration, emigration, alienation, 
uprooting or even rather, the impossible uprooting. 

Keywords: identity space, exile, culture, refuge, homeland. 

Identitatea romaneasca este, in prezent, pretutindeni, am putea spune, prin existenja 
celor care, din motive personale sau profesionale, au ales sa paraseasca, temporar sau definitiv, 
taramul natal. Acesta este un adevar perceput ca efect, cat se poate de real, al plecarii romanilor 
in cele patru zari. 

De-a lungul timpului spajiul identitar s-a modi Heat, romanii alegand sa fie „oriunde” in 
lume, iar odata cu mi gratia acestora si frontierele culturale §i-au modificat dimensiunile. Unii 
s-au desprins de casa pentru scurte perioade de timp, pentru a merge sa studieze, sa se formeze 
intr-o alta cultura, poate mai „moderna” sau „avansata” ca tehnologie. Altii, au plecat doar ca 
sa vada, „cu ochii lor”, din pura curiozitate, cum este „dincolo”, „afara”, „altundeva”. Dar cei 
mai mulji si-au propus sa piece pentru cajiva ani, ca sa agoniseasca pujin, sa vada cum este sa 
munceasca „la aljii”, in ideea ca salariul incasat in moneda europeana este mai valoros atunci 
cand se intorc in Jara. Pentru ace§tia, insa, costul ca§tigului este unul extrem de scump: pierderea 
definitiva a identitajii. §i tot pentru ei, timpul i§i pierde coordonatele, iar perioada pe care §i-au 
propus sa o petreaca in strainatate se p re lunge*? tc fara sa-si dea seama, devenind 
„nedeterminata”. La una din intrebarile: „Cat mai staji plecat? / Cand va intoarceji in tara?” 
raspunsurile sunt inevitabile: „Nu §tiu.” sau „Inca mai stau. Am inceput sa ma obisnuiese 
acolo.” Asadar, timpul se etemizeaza. Cu un zambet de falsa sinceritate, mulji romani isi gasesc 
identitatea oriunde in alta parte, numai in locurile natale nu. 

„Acasa” a devenit „pretutindeni” §i „nicaieri” de fapt; si pujin cate pujin romanii se 
indeparteaza sfarsind prin a se instraina definitiv. De§i mul|i nu cunosc nici limba, nici cultura 
tarii in care se stabilesc, li se pare mai bine „acolo”, in exilul pe care si 1-au faurit singuri. §i 
astfel, destinul lor este strans legat de lumea care se vrea, astazi, globalizanta si mobila. In acest 
sens, volumul care ne-a atras atentia poarta titlul Intrepatrii. Marturii despre identitate yi exil, 
coordonat de Mirela Florian §i Ioana Popescu (Editura Polirom, Bucure§ti, editat sub egida 
Muzeului Jaranului Roman, 2006) §i coniine marturii atat ale romanilor fixaji „provizoriu” sau 
„definitiv” intr-un spajiu „datator de viitor”, cat §i marturii ale strainilor ajunsi temporar sau 
pentru totdeauna in spajiul romanesc. 

Structurata in trei parji, cartea surprinde marturii diverse ale celor veniji din strainatate 
la noi, „Printre romani”, apoi continua cu impresii ale romanilor plecaji sa-si gaseasca 
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identitatea „Printre straini” §i se incheie cu „Eseuri”. Ne-am oprit doar asupra a doua titluri: 
Iarba pare mai verde dincolo de gard (interviu realizat de Mirela Florian, traducere de Cora 
Mofoc) si In Romania fi se mtampla in fiecare zi cate ceva de scris (interviu realizat de Mirela 
Florian). 

Un prim eseu, cu un titlu sugestiv §i mereu actual, de altfel, pentru multi romani care au 
sentimentul ca nu isi mai gasesc locul in Romania ( Iarba pare mai verde dincolo de gard ) ii 
apart)nc, paradoxal, nu unui roman, ci unui strain stabilit pe taramuri mioritice. Ian Tilling este 
un tanar de origine engleza, ajuns in Romania in anul 1990. Funcjionar al Departamentului 
National Anti-Crima din Anglia (potrivit propriilor dcclaratii), cu o situafie familiala bine 
inchegata (so( §i tata a 4 copii), Ian ajunge in Bucure§ti prin intermediul unei fundatii caritabile, 
cu scopul de a lucra intr-un „orfelinat pentru copii cu dizabilitafi”, in satul Platarcsti, la 40 de 
minute de Bucurcsti. Dupa o luna in care lucreaza cu un grup de 30 de copii, cu varste intre 7 
§i 9 ani, carora li se spunea ,irecuperabili”, Ian descopera ca realitatea „de la faja locului” era, 
de fapt,o alta realitate. Intr-o institute din care copiii nu icsiscra niciodata sa se plimbe, tintuifi 
doar in paturile lor si hraniti cu biberonul, ace§tia erau vizibil, fizic si moral, marcafi de semnele 
malnutrijiei si lipsei de educate. Ian le descrie amanuntit aspectul - cel al copiilor cu varsta de 
maxim 5 ani, „cu burfile umflate ca in filmele pe care le vezi despre Africa. [...] Va putefi 
imagina cum este sa vii aici ca strain. Nu §tii cultura, (ara, obiceiurile, nu §tii nimic §i e§ti trimis 
intr-o camera cu treizeci de copii malnutriji care stau in patujurile lor cu grilaje. Copii 
muribunzi, care nu au avut parte de stimuli de nici un fel in viaja lor §i la care vii tu §i zici: 
„Buna, ma cheama Ian”. §i in mintea ta ifi spui: „§i acum, ce naiba fac?” 1 

In mod evident nu se mai putea face nimic pentru cei a caror stare generala se degrada 
pe zi ce trecea, in ciuda eforturilor depuse de intreaga echipa; iar in momentul in care se 
pierdeau, unui cate unui, Ian incepe sa invoce legea lui Darwin: cei slabi mureau iar cei puternici 
deveneau mai puternici. Totu§i, „tanarul englez” se bucura de reu§ita recuperarii multor copii 
din institute, iar satisfaefia, ca a putut sa salveze viata celor privaji de caldura unei familii, este 
imensa. 

Ian traie§te, in Romania, experienja dupa experienta, fiecare din ele fiind catalogata 
drept una „majora” sau, mai mult decat atat, o experienta „extraordinara si frustranta in acela§i 
timp”. El face all rmatii jenante, dar adevarate, pentru real i tali le momentului, iar pcrccptia sa, 
ca strain ajuns pe meleaguri romane§ti, despre sistemul social din tara „de adopjic temporara”, 
este una singulara: „Dar astia erau copii, pentru numele lui Dumnezeu! Nu erau cazuri 
psihiatrice. Sistemul din Romania i-a facut pe ace§ti copii handicapaji. [...] Sistemul a creat 
asta. Nu puteam sa spun ca este o ru§ine najionala sau un dezastru national, la vremea aceea. 
Dar asta era. Ingrozitor, pur si simplu ingrozitor! 

Si este dificil pentru romani sa injeleaga de ce alte natii au reaejia asta cand se gandesc 
la Romania. Doamne, o natiunc de ccrsctori §i de oameni care isi abandoneaza copiii! Asta 
pentru ca pozele care au iesit din Romania in anii ’90 erau oribile. Erau imagini ingrozitoare 
dar infatisau realitatea. [...] Este dificil pentru romani sa intclcaga de ce alte natii au reu§it. 
[...] Anii ’90 au fost oribili din punctul acesta de vedere.” 

Ian observa si invoca egoismul pe care 1-a intalnit la romani: accstia erau preocupaji mai 
mult de supraviejuirea de la o zi la alta decat intcrcsati de real ita(i care oricum, la vremea aceea, 
erau (inutc ascunse, in zone rurale, in sate. Iar romanii habar n-aveau ca exista astfel de locuri, 
pentru ca „romanii erau undeva la jumatatea drumului dintre inocenta §i naivitate...” 

De asemenea, Ian aduce in discujie faptul ca, desi venit dintr-o lume total diferita 
(mediul englez este unui rece §i distant), a fost impresionat de oamenii cu care a lucrat §i de 
prietenii pe care si i-a facut. De aceea, nu a ezitat sa revina in Romania, chiar daca misiunea sa 
in proiectul de ajutorare a orfanilor se incheiase. §i toate i s-au intamplat „ca un refugiu” de 


1 Mirela Florian, Ioana Popescu (coord.), Intrepatrii. Marturii despre identitate $i exit, Ed. Polirom, Bucure§ti, 2006, pp. 37- 
38 (citatele sunt preluate din Parted I. Printre romani, eseul „Iarba pare mai verde dincolo de gard”, pp. 37-44. 
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fapt, pentru ca moartea unuia din flii sai 1-a aruncat in depresie si astfel a decis sa fuga de 
realitate. Egoism, frica, 1 agitate... nici nu am §ti cum sa-i catalogam gesturile §i deciziile. Dar 
nu noi suntem in masura sa i le judecam. 

La 4 ani dupa faptele petrecute si traite in Romania, Ian ini(iaza un proiect propriu, prin 
fondarea unei asociatii caritabile. §i a§a a invatat, putin cate pu(in, spune el, sa imprumute din 
felul de a fi al romanilor: a inceput sa spuna „Pofta buna!, sa imparta cips-urile cu calatorii din 
tren atunci cand strabatea drumuri interminabile prin (ara, sa devina mai deschis cu ceilal(i. Si 
totu§i, ca englez, Ian este §i ramane pentru romani „ciudat, bizar, excentric”. Asa a §i simtit si 
s-a simtit, de altfel. 

Dupa o perioada importanta petrecuta in Romania, afla ca viata personala din Anglia se 
incheiase, iar cariera in politic era aproape de final. Urma, a§adar, sa experimenteze „via(a de 
pensionar”. §i rccunoastc ca pensia din Anglia ar fi fost foarte valoroasa in Romania. De fapt, 
Romania i-a fost un refugiu; insa, cu siguranja, simte ca nu apartine acestor meleaguri. §i nu se 
poate identifica, de fapt, cu nici o (ara anume. 

Ian preia din obiceiurile culinare ale romanilor, selecteaza ce-i place §i ce nu, pentru ca, 
rccunoastc el, „englezii sunt foarte conservatori la mancare”. Iar in Anglia familia este diferita: 
rece, distanta, total superficiala. Vorbcstc cu parintii odata la doua-trei luni, cauza (aparenta) 
fiind difcrcntclc dintre genera(ii. 

Ian ajunge sa se adapteze foarte bine in Romania. Se simte in siguran(a si chiar, 
avantajat, spune el. „§tiu ca sunt avantajat, nu dezavantajat. Dar Romania §i oamenii ei m-au 
sedus §i mi-au dat putere. Vreau sa-mi petrec restul viejii aici si ma simt bine aici. Nu vorbesc 
perfect romane§te, dar pe unde ma due, pot sa ma fac intclcs. 

Traiesc intr-un oras unde nu m-am simtit niciodata ameninjat. Niciodata. §i nu pot spune 
asta despre Londra, sau Paris, sau alte orasc. E un lucru extraordinar.” 

In ciuda pcrccptici pe care Ian o are despre Romania (ca fiind o (ara sigura), totu§i, 
99,9% dintre romani vor sa piece, spune el, „in Europa, in lume, sa aiba o via(a minunata. 
Problema este ca acolo via(a nu e a§a frumoasa precum pare. E al naibii de greu, sunt rate de 
platit, costul viejii este mult mai ridicat si sunt mult mai multe probleme decat aici. Iarba pare 
intotdeauna mai verde la vecini.” §i iata, asa justified el titlul atribuit interviului sau: locuri 
necunoscute par minunate, dar cate capcane nu ascund oare?! 

Romania este, pentru Ian, a doua (ara, cea mai frumoasa de pe pamant, dupa Kenya, 
spune el, loc in care a trait aproximativ 30 de ani. Iar cel mai mult ii place „la Sapanja, unde 
este superb, §i la Baia mare, Suceava, Buzau, Tulcea, Galaji, Varna Veche...” 

in mod paradoxal, romanii vor sa piece in exil, in timp ce Ian adora, parca, in (ara gazda, 
„sistemul politic care creeaza birocratie”, „groaza de obstacole” cu care se confrunta in fiecare 
zi in sistemul administrativ, dar mai ales „orasul sigur in care nu se simte amenintat niciodata”. 
§i in final, cea mai mare ironie a sortii este faptul ca s-a insurat cu o romanca, „plecata §i ea in 
lume, la Bruxelles, §i care nu vrea sa se mai intoarca”. 

Citind interviul tanarului Ian, simtim mandrie dar si gust amar in acelasi timp. De§i se 
confrunta cu acclcasi dificultaji cu care se confrunta to(i cetajenii cu „identitate romaneasca”, 
un tanar venit de pe meleaguri europene, unde civilizatia este (sau pare) la ea acasa, isi gascstc 
locul in societate si se regase§te pe sine prin regasirea propriei identitaji. 

in al doilea eseu asupra caruia ne-am oprit, In Romania ii se intdmpld in fiecare zi cate 
ceva de scris (interviu realizat de Mirela Florian) relatarea este, de fapt, in sens invers. Percepjia 
vine, de aceasta data, din partea unei tinere de origine romana, Veronica T., de 28 de ani, care 
a decis sa-§i paraseasca (ara in anul 1978, inplinregim comunist. Alegerea nu a fost una proasta, 
ba chiar in(eleapta, rccunoastc ea, tanara plecand in Germania, la Frankfurt, pentru a-§i reintregi 
familia. 

Era casatorita de 4 ani si jumatate. Pastrand o legatura civilizata, dcsi fiecare din so(i 
avea o rela(ie in afara casatoriei, cei doi au hotarat sa se revada in Occident. Dupa toate 
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formalitaple de obtincrc a pa§aportului si o plecare udata de lacrimile parinjilor, Veronica 
ajunge la Fra nk furt si recunoa§te ca, in calitate de sojie a unui cctatcan german (sojul sau 
primise deja cetajenia germana in schimbul renuntarii la cetajenia dobandita prin na§tere), nu a 
intampinat nici un impediment in a obtine, si ea, cetajenia germana. A§a se rupea, definitiv, fara 
sa-§i dea seama, de propria identitate si de identitatea parintilor sai, „fara sa fi simjit absolut 
nici o remuscarc.” 2 

De-a lungul timpului Veronica trece prin etapele viejii intr-o tara necunoscuta, iar in 
privinja integrarii sau a adaptarii in noul mediu nu are absolut nici o problema. Invaja limba 
germana, i§i face prieteni (pujini la numar), lucreaza si i§i perfecjioneaza formarea de arhitect 
pentru care se pregatise deja in Romania. Continua, asadar, in practica din Fra nk furt ceea ce 
invajase in (ara natala, la Facultatea de Arhitectura. Iar sojul sau, de§i implicat intr-o alta relajie, 
o ajuta ncconditionat. 

Tanara nu relajioneaza cu romani §i recunoa§te ca nu a avut „legaturi intense” cu o a§a- 
zisa comunitate romaneasca. Prietenii cei mai buni „sunt un cipriot, o nemtoaica, doi romani, o 
turcoaica, o populate eterogena.” 

Momentele cele mai importante din viaja au fost legate doar de profesie. Partea privata 
a victii a fost intotdeauna „defavorizata.” Dedicata lucrului intensiv la firma, viata personala a 
avut de suferit. A divortat, s-a recasatorit si s-a separat din nou. 

La inceputul viejii pe taramuri straine, tanara a avut momente cand si-a spus ca trebuie 
sa mearga §i in Romania, unde era toata familia. Dcsi venea rar, parca nu isi gasea locul, se 
si mica stinghera si isi dorea sa piece cat mai repede „acasa” (in Frankfurt). Dorul de (ara nu s- 
a manifestat decat dupa ce Veronica a trecut bariera de 50 de ani. §i-a dat seama ca venea in 
tara din ce in ce mai des, ba chiar si-a cumparat o locuinja in Bucurcsti, unde sa poata sa stea si 
mama sa. Pe masura ce anii treceau, amintirile copilariei reveneau, iar nostalgia care a legat-o 
de locurile unde a trait evenimente fericite devenea atat de acuta si de puternica, incat a 
indemnat-o sa faca pa§i mari inapoi spre acele locuri. 

Prin prisma gandirii femeii trecute de prima jumatate a viejii, Veronica pune pe tapet 
inconvenientele din (ara natala si afinna ca „in Romania este vorba despre mentalitalj adanc 
sadite in felul de a fi al romanului. E o anumita caracteristica in tipologia poporului roman de 
a se da mare. Chiar §i un mic muncitor care lucreaza la pus pietre pe strada §i e in noroi pana la 
genunchi trebuie sa-i povesteasca vecinului ce grozav e el si ce afaceri are pe tapet. Fiecare se 
simte suprasolicitat de orice treaba, funcjionarii to(i au mesele pline de dosare, dar nimeni nu 
lucreaza la ele, iar din camerele din spate se aud muzica si chicoteli fericite ale angajatelor care, 
in loc sa rezolve dosarele care plang pe masa, stau si... Dar asta este si, daca te poti obi§nui cu 
aceasta mentalitate, cu faptul ca trebuie sa a§tep(i oriunde pentru orice, po(i sa traie§ti foarte 
fericit §i aici. Totul este cum pop sa injelegi aceste lucruri si cum pop sa le iei. In primii ani 
si mteam ca mor la fiecare conflict de natura aceasta cu functionarii romani, cu spiritul acesta, 
pe cand acum mi se pare de povestit. Imi vine sa plec acasa §i sa scriu repede o povestioara cu 
ceea ce mi s-a intamplat §i in fiecare zi p se intampla ceva de scris, ca o poveste. Pentru orice 
fleac pe care trebuie sa-1 faci, pana si cand cumperi un borcan de iaurt, trebuie sa se intample o 
anumita mica-mica aventura.” 

Astfel i§i incheie Veronica scurta prelegere despre identitatea romaneasca pe care a 
simtit ca a pierdut-o fara sa-§i dea seama, dar prin propria voinja; s-a regasit, insa, la varsta 
senectujii, cand singuratatea (fizica si morala) doare mai mult ca oricand. 

Demersul nostru a vizat doar doua din eseurile cuprinse in volumul Intre patrii. Marturii 
despre identitate §i exil de Mirela Florian si Ioana Popescu. Interviurile-eseuri ne dezvaluie 
minunate confesiuni, care ascund aventuri ale unor viep desprinse de valorile familiei, in 


2 Ibidem. Citatele sunt preluate din Partea II. Printre straini, eseul „In Romania ^i se intampla in fiecare zi cate ceva de 
scris”, pp. 157-164. 
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cautarea unor alte valori, individuale. Egoism sau altruism, dezradacinarea este sinonima, 
pentru unii, cu a-si cladi, prin forte proprii, viitorul; pentru altii, insa, este o mare singuratate si 
pustiire a sufletului. 
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L'ESPACE SEMANTIQUE ASSOCIE A DESCENDRE 


Oana-Maria Pastae 

Universite « Constantin Brancusi» de Targu-Jiu, Roumanie 


Abstract. Polysemy is an important issue in Natural Language Processing and a strong language 
evolution process. For instance, in French, the meaning of the verb "descendre" (to get down) change 
with the context: II descend I’escalier (to go down) ; La mer descend (to decrease); II descend en soi- 
meme (to analyse himself); II a etc descendu par un boulet a Waterloo (to be killed). For dealing with 
the problem ofpolysemy we chose Victorri’s and Fuch’s model, "Dynamical construction of meaning". 
In this model, each polysemic unit is assigned a semantic space and the meaning of an unit in a 
particular sentence is the result of a dynamical interaction with all other units of the sentence. We briefly 
describe the theoretical framework, the dynamical construction of meaning, then we present the 
semantic space of the verb "descendre" and discuss its relevance and utility. 

Key words : polysemy, semantic space, desambiguitation, dynamical construction of meaning 


Problematique 

La polysemie n’est pas un phenomene accidentel et marginal, mais un phenomene central et 
essentiel au fonctionnement du langage, ainsi qu’un mecanisme puissant d’evolution des langues 
a travers le temps (Victorri et Fuchs, 1996: 13-17; Descles et al. (1998 : 28). 

La polysemie implique que le sens d’une unite linguistique depend de l’enonce dans lequel elle 
est employee. Par exemple, le verbe descendre est une unite linguistique dont le sens peut varier 
en fonction du contexte : 

(1 ) II descend I’escalier. 

(2) La mer descend. 

(3) II descend en soi-meme. 

(4) II a etc descendu par un boulet a Waterloo 1 . 

En fonction de l’enonce dans lequel il se trouve, il prend le sens de aller vers le bas (1), baisser 
de niveau (2), s ’analyser (3), tuer (4). 

La prise en compte de la construction verbale pour traiter le probleme de la polysemie necessite 
un cadre theorique qui permet de rendre compte des subtilites de sens dont nous parlerons dans 
la premiere partie de cet article. Dans la deuxieme partie, nous decrirons la methode qui nous 
permet de desambiguiser automatiquement un verbe polysemique en fonction de sa 
construction verbale. Enfin, nous presenterons les resultats de notre modele sur les 
constructions du verbe descendre. 


1 TLFi 
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Cadre theorique 

Nous proposons d’inscrire cette etude dans un cadre theorique -la construction dynamique du 
sens- propose par B. Victorri et C. Fuchs (1996). Dans ce modele, on associe a chaque unite 
polysemique un espace semantique representant l’ensemble de ses sens, et le sens de l’unite 
dans un enonce donne est le resultat d’une interaction dynamique avec les autres unites 
presentes dans l’enonce. 

A chaque construction est associee une region de l’espace semantique qui contient tous les sens 
compatibles avec cette construction. 

La premiere etape consiste a associer au verbe polysemique descendre un espace semantique 
dans lequel nous representerons ses differents sens. En effet, pour construire un espace 
semantique, il suffit de choisir un ensemble de variables qui differencient les sens possibles de 
l'expression modelisee. Si ces variables sont independantes, on associe a chacune d’elles une 
dimension de l'espace, mais si elles ne sont pas independantes, l'espace semantique est alors 
une sous-variete. 

Conformement a Bernard Victorri et Catherine Fuchs (1996) la polysemie donne une grande 
souplesse dans l’expression langagiere, joue un role tout aussi important dans la richesse de 
l’expression langagiere -la paraphrase- et c’est un mecanisme puissant d’evolution des langues. 
M. Breal definit le terme de polysemie a la fin du siecle dernier comine: «Le sens nouveau, quel 
qu’il soit, ne met pas fin a l’ancien. Ils existent tous les deux l’un a cote de l’autre. Le meme 
terme peut s’employer tour a tour au sens propre ou au sens metaphorique, au sens restreint ou 
au sens etendu, au sens abstrait ou au sens concret... A mesure qu’une signification nouvelle 
est donnee au mot, il a l’air de se multiplier et de produire des exemplaires nouveaux, semblables 
de forme, mais differents de valeur. Nous appellerons ce phenomene de multiplication la 
polysemie» (Breal 1897, pp. 154-155). Suivant cette definition, descendre sera dit polysemique 
parce que ses differents sens proviennent d’un meme sens premier. 

Si l’on compare les deux dictionnaires le Nouveau Petit Robert 2008 et le TLFi on remarque ce 
que Bernard Victorri et Catherine Fuchs (1996 : 8) affirment que la polysemie se caracterise 
par l’impossibilite de definir a coup sur un nombre precis de sens. 

Le Nouveau Petit Robert 2008 definit le verbe polysemique descendre comme: 

1. Aller du haut vers le bas: descendre d’un arbre, descendre par I’ascenseur 

2. Aller en ville: descendre en ville 

3. Loger au cours d’un voyage: descendre chez des amis 

4. Cesser d’etre sur: descendre de cheval 

5. Envahir: Les Lombards descendirent en Italie. 

6. Fig. Reflexion sur soi: descendre en soi meme', quitter unn rang: descendre de haut', examiner: 
descendre dans le detail 

7. Se deposer: Les impuretes du liquide descendent au fond du vase. 

8. Couler: Le soleil descend sur l’horizon. 

9. Baisser: L ’avion commence a descendre. La mer descend. 

10. S’etendre de haut en bas: Son pardessus descend. 

11. Aller en pente: La rue descend a pic. 

12. Diminuer: Ma voix ne peut pas descendre plus bas. 

13. Fig. Tenir son origine: Les Montesquiou descendent d’une anciennefamille. 

14. Aller en bas: descendre une riviere 

15. Porter du haut en bas: descendre des vieux objets a la cave 

16. Consommer, boire (familierement): descendre son verre d’un trait 

17. Tuer (argotiquement): etre descendu par un boulet 
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On observe que le verbe descendre designe un changement spatial du haut vers le bas, loger 
au cours d’un voyage, envahir, se deposer, couler, baisser/diminuer. Dans les autres acceptions, 
ce verbe exprime une reflexion sur soi ou tuer quelqu’un et ces acceptions sont classees comme 
les sens figures du verbe. 

Le TLFi nous foumit plusieurs principales acceptions du verbe descendre. En les synthetisant 
les acceptions sont les suivantes: 

A. Mouvement de haut en bas 

-descendre de la chaire; descendre dans Varene, expressions figurees: descendre au tombeau 
(mourir), descendre du trone (abdiquer), descendre du del, sur la terre (mythologie, religion). 

- Y aller (en descendant de voiture) afin d'y sejourner: descendre dans un hotel, chez qqn. 

- Faire irruption dans un lieu, l'attaquer. L'armeepouvait d'un moment a I'autre descendre dans 
la ville (Michelet, Histoire romaine, 183, p. 110) 

-Venir punitivement. Les hommes de Plaisance etaient descendus (...) chez Adrien faire un suif 
terrible (SIMONIN, Pt Simonin ill., 1957, p. 265). 

B. Mouvement le long d'une pente 

- descendre dans le Midi, vers le sud; descendre d'une ville a une autre. 

-THEATRE. Aller dans la direction de la rampe. 

-MUSIQUE. Passer de l’aigu au grave. 

-Aufig. Descendre dans une question; Descendre en soi-meme 

- [P. ref. a une hierarchie]: Nous descendons tous d'Adam, comme dit monsieur le 
cure (MERIMEE, Theatre Gazul, 1825, p. 183). 

-S'abaisser a faire une chose indigne de son rang, ou contraire aux regies de la morale: 
Descendre jusqu'a mentir (ZOLA, Reve, Paris, Charpentier, 1888, p. 261) 

a) mouvement d’un point de l'espace a un autre 

A I'horizon le soldi descendait, rouge et flamboyant, dans les flots qui s'embrasaient a son 
approche (DUMAS pere, Monte-Cristo, 1846, t. 2, p. 708). 

-Aufig. Aller dans, s'etendre, envahir. La nuit, Tombre descend. 

-Provenir, emaner. 

Du palais descendait un chant qu'ils connaissaient bien (MALRAUX, Espoir, 1937, p. 807) 

b) mouvement d’un degre ou d’un niveau a un autre 

- Baisser de niveau: La mer descend. 

c) le deploiment, l’etendue de qqch de haut en bas 

- S'etendre, pendre: Son gilet de pique blanc boutonne carrement descendait tres bas sur son 
abdomen assezproeminent (BALZAC, C. Birotteau, 1837, p. 68). 

- Se deployer, aller (en pente): Le Rhin, comme le Niagara, descendait de lac en lac a 
Vocean (HUGO, Rhin, 1842, p. 352) 

A. Mouvement de haut en bas 

1. Porter (quelque chose) a un niveau inferieur: 

Sur le batiment, le maitre d'equipage cherchait a descendre un canot dans la 
mer (CHATEAUBR., Mem., t. 1, 1848, p. 273). 

Pop. Avaler, ingurgiter. Alorspapa, qa Tavait rendu triste et il s'etait mis a picoler. Qu'est-ce 
qu'il descendait comme litrons (QUENEAU, Zazie, 1959, p. 69) 

2 . 

a) [Sans idee de violence] Deposer quelqu'un, le debarquer. — Arretons-nous id, dit-il (...) 
Mariniers, virez de bord, et descendez-nous a ce village (BALZAC, A. Savarus, 1842, p. 36). 

b) [Avec idee de violence] 
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[d'un coup de poing] Abattre, faire tomber. Jacques s'avance el descend un de ses adversaires 
d'un direct au menton (QUENEAU, Loin Reuil, 1944, p. 164) 

— [a l’aide d’un projectile, d’une arme a feu] Tuer. II a etc descendu par un boulet a 
Waterloo (VIGNY, Serv.grand, milit., 1835, p. 62) 

Expression figuree: Descendre qqn en flammes. Le critiquer violeminent, l'ereinter 
(cf GILB. 1971). 

B. Mouvement le long d'une pente: 

Descendre les marches d'un escalier, le perron, la rue, Descendre une riviere. 

Expression figuree/ Descendre la garde. 

Musique: Descendre une octave, descendre la gamme. 

D'apres 1’analyse conceptuelle du verbe descendre, nous constatons que tous ses emplois 
partagent la propriete: la cible de descendre doit s'orienter vers le bas. 

Bine que ces sens soient differents les unes des autres, ils peuvent etre relies les uns aux autres. 
Les differents sens du verbe descendre sont lies entre eux parce qu’ils partagent plus ou mo ins 
plusieurs idees communes. Par exemple, descendre de la chaire, descendre vers le sud, 
descendre les marches ont en commun l’idee de mouvement. 

Le lien entre les sens A et B c’est le mouvement soit de haut en bas soit le long de la pente. 
L'utilite de la polysemie est particulierement claire dans ce que Ton appelle les sens "figures" : 
descendre a une hierarchie, descendre au tombeau (mourir), descendre du trone (abdiquer), 
descendre du ciel/sur la terre (religion), descendre dans une question, descendre en soi-meme 
(s’examiner), descendre qqn en flammes (critiquer). Dans les exemples suivants, bien que les 
referents des sujets puissent se deplacer vers le bas, le verbe descendre n'exprime aucun 
changement spatial: 

5) Nous descendons tous d'Adam, comme dit monsieur le cure. [MERIMEE, Theatre 
Gazul, 1825, p. 183]. 

6) Sire, ainsi ces cheveux blanchis sous le harnois.... Descendaient au tombeau tout 
charges d'infamie. [Corneille, Le Cid ] littre.verso.net 

7) Tyran, descends du trone et fais place a ton maitre. [Corneille, Heraclius, empereur 
d'Orient ] littre.verso.net 

8) Jesus Christ est descendu du del. 

9) Apprends a te connaitre et descends en toi-meme. [Corneille, China, ou La clemence 
d'Auguste ] littre.verso.net 

10) Le jury a descendu en flammes ce candidat. http://www.academie-francaise.fr/ 

Combine avec un nom d’objet qui peut avoir une propriete spatiale, le verbe descendre exprime: 
le deplacement, l’extension et la propagation. 

11) // descend de vieux objets a la cave. 

12) La rue descend. 

13) Du palais descendait un chant qu'ils connaissaient bien (MALRAUX, Espoir, 1937, p. 
807) 

Le verbe descendre se combine avec un nom d’entite physique pour exprimer un changement 
spatial vers le bas: 

14) Les prix descendent. 
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Dans la «Theorie etendue du prototype)), Kleiber decrit T ensemble de sens cornme une 
«ressemblance de famille» (Wittgenstein 1961, Lakoff 1987): «... un reseau complexe de 
similitudes se chevauchant et s’entrecroisant; parfois des similitudes globales, parfois des 
similitudes de detail. Je ne vois pas de meilleure expression pour caracteriser ces similitudes 
que celle de ressemblance de famille... » Investigations philosophiques 66, 1953). 

Nous allons maintenant montrer comment construire Tespace semantique associe au verbe 
descendre. La premiere phase a ete de collecter le plus grand nombre possible d’occurences. 

L’espace semantique de Tunite lexicale descendre 

Pour construire et representer Tespace semantique associe au verbe descendre, nous utilisons 
le logiciel VYSUSYN developpe par Ploux et Victorri qui utilise un algorithme base sur 
Tanalyse d’un graphe de synonymie. Le graphe est fourni par D.E.S. du laboratoire CRISCO. 
Ce logiciel permet de construire automatiquement Tespace semantique associe a une unite 
lexicale (Ploux, Victorri, 1998). 

Pour pouvoir proposer la representation de Tespace semantique de notre verbe, il faut d’abord 
representer chacun de ses sens en terme de synonymes rempla£ables. Un seul synonyme 
ne suffit pas puisque les synonymes d’un verbe polysemique peuvent aussi etre polysemiques 
c’est pour cela qu’on utilise le dictionnaire electronique des synonymes du francais du 
laboratoire CRISCO (www.crisco.unicaen.fr/des) qui nous fournit non seulement la liste de ses 
synonymes, mais aussi la liste des cliques de synonymes. Le terme de clique, emprunte de la 
theorie des graphes, correspond a un graphe completement connexe, c'est-a-dire un graphe ou 
tous les sommets sont directement relies entre eux. Une clique de synonymes de descendre est 
un groupe de synonymes contenant descendre, et ou chaque element est synonyme avec les 
autres. 

Notre travail se fonde sur les donnees de ce dictionnaire infonnatise et Tanalyse des relations 
existant entre les synonymes en fin d’aboutir a une representation geometrique figurant Tespace 
semantique dans lequel se deploient les differents sens du mot etudie. Les cliques (c’est-a-dire 
les sous-graphes complets maximaux du graphe, appeles souvent aussi cliques maximales), 
dans lesquelles tous les elements sont en relation les uns avec tous les autres, fonnent une liste 
des sens «elementaires» qui peuvent etre pris par la vedette. 

Voici par exemple quelques-unes des 67 cliques obtenues pour descendre : 

• Baisser, dechoir, descendre, diminuer, s’abaisser, s’avilir, se degrader, tomber 

• Baisser, dechoir, decliner, decroitre, descendre, diminuer, tomber 

• Baisser, dechoir, decliner, descendre, diminuer, s’abaisser, tomber 

• Baisser, decliner, degringoler, descendre, s’affaisser, s’effondrer, tomber 

• Descendre, emaner, partir, proceder, provenir, sortir, venir 

• Abaisser, abattre, baisser, descendre, diminuer, rabaisser 

Comme on le voit sur cet exemple, chacune de ces cliques revele un sens tres precis 
de descendre, et la diversity de ces sens est representative de la polysemie de ce verbe. 

On peut noter que le nombre total de cliques este de 67 et le nombre de synonymes de 70 ce qui 
met en evidence les relations qui peuvent exister entre les termes du groupe de synonymes 
resultant de l’union des synonymes de chaque membre du paradigme. Les cliques qui ne 
contiennent pas de verbes du paradigme initial sont generalement les plus eloignees de l’idee 
d’un deplacement d’objet. Sur l’axe 1, nous retrouvons ici les sens du verbe se degrader, c’est- 
a-dire diminuer, affaiblir sans rapport avec le deplacement d’objet (chute, declin). Sur l’axe 5, 
le verbe emaner illustre la notion de diminuer de substance. 

En analysant les emplois propres et les emplois figures ci-dessus, nous constatons que la 
propriete suivante est communement partagee dans tous les emplois de descendre : mouvement 
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vers le bas. Le verbe descendre se combine avec un nom d’entite physique pour exprimer un 
changement spatial vers le bas. Ce changement peut etre un deplacement, une extension ou une 
propagation: 

15) La temperature descend, (diminution) 

16) L ’etre humain descend du singe, (extension) 

11) La chaleur descend du plafon. (propagation) 

Conclusion 

Descendre est considere comme un verbe de deplacement ou de mouvement, et dans la presente 
recherche notre objectif a ete de desambiguiser automatiquement ce verbe polysemique. 

Nous avons done analyse des emplois possibles de descendre tant propres que figures afin de 
presenter son analyse conceptuelle. 

Nous constatons que la propriete partagee dans tous les emplois de descendre est mouvement 
vers le bas. Le verbe descendre se combine avec un nom d’entite physique pour exprimer un 
changement spatial vers le bas. Ce changement peut etre un deplacement, une extension ou une 
propagation. 

La polysemie contribue ainsi fortement, peut-etre plus encore que la phonologie, la 
morphologie et la syntaxe, a produire ce que Ton appelle "le genie de la langue". 
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QUALITY OF LIFE AND LIFESTYLE - BENCHMARKS IN EVALUATING 
PATIENTS WITH INFLAMMATORY BOWEL PATHOLOGY 


Ionela-Anca Pintea-Simon 
Internal Medicine Resident Physician, 
Emergency County Hospital Tirgu Mures 


Abstract .'Quality of life is a good physical, mental and social condition, and patients' ability to perform 
activities of daily living. Intestinal inflammatory patology represent idiopathic, chronic diseases of the 
bowels, the major representatives being ulcerative colitis and Crohn’s disease. The severe treatment 
and side effects of these diseases have a major impact on quality of life and pacients lifestyle to. 

The study aim is to demonstrate that the impact between quality of life and disease can influence 
the normality of the patient. „ Time” triggers the emergence of depressive anxiety disorders that might 
occur as a consequence of the disease. 

Gender distribution was approximately equal, with a slight increase in males compared to 
females. The analysis revealed that the daily schedule of the patients that answered to the questionnaire, 
is disrupted at a rate of 80%, plus fatigue and physical inactivity - 90%, lifestyle changes, while the 
pacient need to maintain permanent the relationship with their doctor. 

Inflammatory bowel patology can give a new perspective to patient’s quality of life, lifestyle, 
which is why they need the support of family, friends and especially the doctor, in critical periods of the 
disease. Besides drug therapy, these patients require also psychotherapy to understand easily these 
disease. 

Keywords: quality of life, lifestyle, intestinal inflammatory pathology, anxiety, depression. 


„Un om injelept trebuie sa socoteasca sanatatea drept 
cea mai mare binecuvantare pentru fiinfa umancT - 

Hipocrate. 

Progresele din ultimii ani in medicina au determinat imbunataprca conduitei terapeutice 
§i orientarea indeosebi spre rclatia medic - pacient, astfel cre§terea calitajii viejii devenind un 
deziderat major. 

Patologia inflamatorie intestinala, este considerate ca Hind o boala a unei societaji 
rafinate, care vine in contact cu agcnti din ce in ce mai pupil patogeni. in ceea ce prive§te 
etiopatogenia, se poate vorbi despre un melanj - o predispozipe genetica, la care se adauga 
dietele, fumatul §i factorii psiho - sociali 1 . 


1 Baumgart DC, Carding SR - Inflammatory bowel disease: cause and immunobiology. The Lancet, 2007, 369 (9573): 1627- 
1640. 
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Bolile inflamatorii intestinale suscitS lumea medicals prin complexitatea §i cre§terea 
alarmantS a numSrului de cazuri, mai ales in randul tinerilor. 

Un aspect foarte important al acestor afccpuni este reprezentat de cronicizarea bolii; 
studiile atestS transformarea maligna a leziunilor in timp si aparitia cancerului colorectal, motiv 
pentru care este necesarS o diagnosticare corecta §i precoce a acestei patologii, coroborand 
astfel aspectul clinic, cu cel endoscopic §i histopatologic 2 . 

Plecand de la aceste premise, am considerat necesar realizarea unui studiu, pomind de la 
urmStoarele observajii: 

crcstcrca numarului de bob inflamatorii intestinale in Romania, in randul 
tinerilor; 

diagnosticarea precoce prin endoscopii §i prelevare de biopsii; 

impactul acestei patologii asupra calitSjii victii pacientilor. 

Boala inflamatorie intestinalS face referire la un grup de afcctiuni ale sistemului digestiv, 
a cSrui simptom principal este reprezentat de cStre inflamajie. Colita ulcerativS §i boala Crohn 
sunt principale patologii intestinale inflamatorii 3 . Colita ulcerativa se manifests la nivelul 
intestinului gros, in timp ce boala Crohn, afecteazS orice parte a tractului digestiv, insS mai 
frecvent se manifests in zona intestiului sub tire sau la nivelul colonului, de la cavitatea bucalS 
panS la anus (leziuni pe sSrite) 4 . 

DacS in 11 am alia este severS, se considers cS afecjiunea este in stadiu activ, iar dacS 
bolnavul nu are simptome rezultS cS boala este in remisie. Patologia inflamatorie intestinalS se 
caracterizeazS prin pusee de activitate alternand cu perioade de acalmie 5 . Simptomele pot varia 
de la usoarc la severe si pot fi: dureri abdominale, tenesme, inapetenjS, diaree sangvinolentS, 
urmatS de anemie datoritS sangerSrilor. 

AceastS patologie afecteazS cu predilecjie persoanele tinere, astfel scade calitatea viejii 
acestor pacicnji, apar schimbSri din toate punctele de vedere, atat fizic, psihic, cat §i la nivelul 
viejii personale §i profesionale. Pacicntii necesitS schimbarea stilului de viajS si din acest motiv 
este necesar sS acordSm o importanta deosebitS atat diagnosticSrii corecte, cat si o conduits 
adecvatS vis a vis de pacienti, pentru a-i ajuta sS-§i intclcagS boala §i modul in care pot lupta cu 
ea §i de ce nu, pot sS o „invingS”. 

Scopul lucrSrii este de a surprinde calitatea viejii si stilul de via|S al pacientilor cu 
patologie inflamatorie intestinalS din arealul nostru geografic. 

Studiul isi propune sS demonstreze faptul cS impactul dintre calitatea viejii, stilul de viatS 
§i „boalS” pot inllucnta starea de normalitate a pacientului. Coeficientul „timp” dcclanscazS 
aparitia unor tulburSri depresiv-anxioase, care apar ca o consecinjS a cvolutici bolii. 

Dimensiunea bolii poate fi cvidcntiatS atat pe parcursul intregului proces terapeutic, cat 
§i in relajia medic-pacient 6 . Cu cat disponibilitatea cadrului medical (medic, asistentS medicals) 
de a responsabiliza pacientul §i de a-i oferi sprijin in descrierea simptomatologiei clinice, de a 
h atent la detaliul in naratiunc, la gesticS, mimicS si expresivitate, cu atat mai mult medicul 


2 Wiliam J. Tremaine MD - Diagnosis and Treatment of Indeterminate Colitis, Gastroenterol Hepatol, New York, 2011, 7 
(12): 826-828. 

3 Stenson WF, Korzenik J - Inflammatory bowel disease. Textbook of Gastroenterology, Lippincott Williams & Wilkins, 
Philadelphia, 2003, 1699-1759. 

4 Ciurezu A.-R, Lupu LD, Olteanu D - Aspecte actuate in boala Crohn, Revista Medicala Romana, 2009, LVI, 1: 7-14. 

5 Sporea I, Goldis A - Curs de Gastroenterologie fi Hepatologie, Ed. Victor Babe§, Timisoara, 2012, 28-36. 

6 Bertaux D - L ’approche biographique: sa validite methodologique, ses potentalites, Cahiers internationaux de sociologie. 


1980, LXIX, 201. 
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transforma o simpla anamneza 7 direct la o cauza. Astfel, discursul dintre medic §i pacient se 
muta radical de la simptom la cauza si de la cauza implicit la cvolupa in timp a acestei cauzei. 

Am realizat un studiu prospectiv pe o perioada de un an, utilizand cazuistica Spitalului 
Clinic Judctcan de Urgenja Tirgu Mures, iar ca §i metode de investigate am folosit observapa, 
conversajia, chestionarul §i foile de observape clinica. Astfel am distribuit chestionare tuturor 
pacicntilor cu bob inflamatorii intestinale (boala Crohn si colita ulcerativa), am identificat 
grupele de varsta cele mai afectate, mediul de provenin ta §i aparitia complicapilor care pot 
agrava evolupa acestor bob §i de asemenea pot avea un impact major in stilul de viaja al 
pacienjilor. 

Colectarea informapilor anamnestice si a datelor numerice s-a realizat prin intermediul 
chestionarelor orientate oferite pacicntilor, pe baza consimtamantului informat. Chestionarele 
au urmarit pe de o parte evolujia simptomelor, a complicajiilor bobi, iar pe de alta parte 
modibcarile survenite in cabtatea viepi, mai exact impactul pe care il are aceasta afccpunc 
asupra pacicnplor atat din punct de vedere fizic §i psihic, cat si social, personal §i profesional. 

Pacicnpi au completat un chestionar format din 12 intrebari. Pentru reabzarea studiului 
au fost selecponate 90 de cazuri, dintre care 15 au constituit grupul pnta, prin care am evidential 
impactul bobi asupra cabtapi viepi acestor pacicnp. 

Principalele informapi utilizate in cadrul acestui studiu au fost raspunsurile pacicntilor la 
intrebarile adresate in urmatorul chestionar: 

Chestionar privind calitatea viefii pacienfilor cu patologie inflamatorie intestinala 

Va rog sa-mi raspundep la urmatoarele intrebari menponand: 

- sexul: nF / □ M - varsta:_ - mediu de provenienja: □ urban / □ rural 

- statusul educational: □ gimnazial □ profesional □ liceal □ postliceal □ facultate 

- statusul social: □ angajat □ §omer □ stat □ privat □ casnic/a 

1. Considerap ca avep o problema de sanatate? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, care_? 

2. Va deranjeaza aceasta problema? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, cand_? 

3. Starea de sanatate va afecteaza relatia cu ceilal^i? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, cum_? 

4. Programul zilnic va este perturbat/ a suferit modificari? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, in ce sens_? 

5. Boala va influenteaza viala de familie? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, sub ce forma_? 

6. Va simpp obosit/a? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 


7 Informatia pe care medicul o preia de la bolnav/ apartinatori pentru a o utiliza in vederea stabilirii diagnosticului. - cf. 
Bruckner I - Tehnica examinarii bolnavului §i tehnica prezentarii de caz, Ed. FannaMedia, Targu mure§, 2008, 9-10. 
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Daca DA, cand_? 

7. Ap pierdut in greutate? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, cat_? 

8. Mai putefi desfa§ura activitap fizice de cand avcp aceasta boala? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, care_? Daca NU, de ce_? 

9. Boala pe care o aveti v-a modificat stilul de viata? 

Daca DA, cum_? 

10. Va streseaza boala pe care o avcp? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, de ce_? 

11. Considerap ca este cineva responsabil pentru starea dumneavoastra de boala? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, cine_? Daca NU, de ce_? 

12. Considerap ca este necesara o relate constants cu medicul curant? 

□ da □ nu □ nu §tiu □ nu ma intereseaza 

Daca DA, de ce_? Daca NU, de ce_? 

Chestionarele efectuate s-au inregistrat intr-o baza de date, iar in urma raspunsurilor 
primite s-a observat ca majoritatea pacicnplor, tineri fiind, se prezinta la medic cu o oarecare 
frustrare, convingerea lor in activitatea medicala fiind din pacate, pe zi ce trece, tot mai redusa, 
aspect datorat globalizarii §i mass mediei, care permanent critica societatea medicala. 

S-a observat ca nu exista o corelapc intre gen (masculin si feminin) §i tipul de boala, 
ambele genuri percep la fel starea de „boala”, atat barbatii, cat §i femeile evalueaza gravitatea 
problemei si incearca sa-§i gaseasca resursele necesare sa-i faca faja. In acest moment intervine 
factorul „stres”, cei care nu i§i gasesc resursele sa lupte cu boala, cei care nu au sprijinul familiei 
sau pur si simplu cei care nu se afla intr-o stare personala de echilibru interior fac cu greu faja 
acestei provocari numite „boala”. 

Incidenta patologiei inflamatorii la sexul masculin in lotul studiat este de 54%, fiind mai 
ridicata decat la sexul feminin 48%, raportul B/F fiind supraunitar. 
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Cordage intre sex §i tipul bolii p=0, 6 (nesemnificativ) 


in urma studiului efectuat, s-a observat ca varsta afectata cu predilecjie este intre 21-30 
de ani, urmata de 41-50 de ani. Fiind o patologie care afecteaza tinerii, ne putem orienta 
indeosebi spre „amprenta ” pe care aceasta patologie o lasa in vial,a lor. 

Asa cum am mentionat mai sus, grupele de varsta cel mai frecvent afectate sunt 
reprezentate de catre tineri, care recunosc ca de cand sufera de aceasta patologie, a carei 
simptomatologie principals este reprezentata de scaunele diareice, cu mucus sau striuri 
sangvinolente, au resimjit schimbari semnificative in stilul lor de vial,a, plecand de la stil 
alimentar pana la stil vestimentar; aceasta boala impunandu-le oarecum o obligativitate a unui 
stil de viaja sanatos, fara alimente picate sau fast food-uri, limitarea consumului de came, tutun, 
alcool. 

Din momentul in care pacicntii simt schimbari in stilul lor de viaja, practic din punct de 
vedere psihologic, boala vs anormalitate, creaza acel disconfort psihic §i fizic ce aduce 
disfuncponalitatca, pe o peridoada de timp limitativ sau nu, fapt observat mai ales in relajia cu 
familia sau apartcncnta la comunitate 8 . 

Daca ne focusam atcntia asupra mediului de provenicnja al tinerilor, se evidentiaza faptul 
ca majoritatea provin din mediul rural, in raport de 68%. 


Repartifia cazurilor in funclie de mediul de provenienfa 



Procent 

Raport B/F 

Mediul urban 

31,12% 

2,21 

Mediul rural 

68,88% 


8 Pa?ca MD - Elemente depsihopedagogie nutritionala, Ed. University Press, Targu Mures, 2009. 
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Din punct de vedere a statusului educational se observa un pick de 66% a pacicntilor care 
au absolvit liceul si un procent relativ mic de pacienti cu studii superioare. Dcsi majoritatea 
dintre accstia erau tineri, doar o treime erau incadrap pe piaja muncii deoarece boala in evolujia 
ei, datorita complicatiilor, / intuie^te pacientul la domiciliu, acesta fiind dependent de casa §i 
implicit defamilie, prieteni, de unde apare si nevoia permanenta de sprijin moral. 

Analizand treptat raspunsul la intrebarile din chestionar, majoritatea dintre cei chcstionati 
sunt con§tienJi ca sufera de o boala §i pe aproximativ 90% dintre ei aceasta stare ii deranjeaza, 
le creeaza un disconfort atat fizic, cat si social, psihic si in timp ii izoleaza de cei apropiati. 

Din cele prezentate anterior, ne oprim asupra faptului ca din totalul de pacienti (intrebarea 
3) 53% au raspuns ca boala le afecteaza relapile cu cei din jur, 75% din cazuri se izoleaza, 50% 
spun ca au avut loc schimbari majore ale stilului de vial,a, atat profesional, social, cat si personal, 
iar 25% dintre pacienti sustin ca sunt foarte epuzaji, capacitatea de munca este tot mai scazuta. 

Din totalul de pacienti 80% au raspuns ca boala nu le influenteza viata personala, dar cu 
toate acestea 20% sustin ca viata lor s-a schimbat mult, sunt obositi, frustrati; dintre ace§tia 70% 
sustin ca de cand sunt bolnavi se simt vinovati, simt ca sunt o „povara” pentru cei dragi si nu 
un sprijin. 

In urma acestor raspunsuri este important pentru pacient §i pentru noi sa slim sa ne 
rccunoastem gandurile, emotiile, relajiile noastre si sa fim con§tienji ca orice stare de 
anormalitate poate avea un impact major asupra propriului nostru corp. Emotiile noastre ne 
influenteaza starea mentala precum §i starea de sanatate, afectandu-ne in special tubul digestiv 9 . 


9 Luca G.M - Applied narrative medicine, when patients narrate about themselves, JRLS 9/2016, 118. 
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3. Starea de sanatate va afecteaza relajia cu ccilalti? Cum? 

4. Boala va influenjeaza viaja de familie? Sub ce forma? 



Avand in vedere raspunsurile oferite de cei chcstionati se observa negcitivismul cu care pacienjii 
privesc boala si se remarca cum aceasta stare a pus la inceput stapanire pe corp si treptat pe suflet 
§i psihic, de unde sentimental de disperare, senzatia de ne§ansa si evidenta intrebare De ce eu? 

Celelalte intrebari au accentuat mai pronunjat starea de boala, 80% dintre pacienti susjin 
ca programul lor zilnic s-a schimbat complet, 60% au susjinut ca activitajiile lor zilnice sunt 
limitate, mulji au afirmat ca sunt dependent de toaleta (caracteristica generala a patologiei 
inflamatorii intestinale Hind diareea) §i un numar relativ mic au avut intemari freevente. De aici 
putem concluziona ca aceasta cronicizare a bolii duce in timp la neincrederea pacientului in 
tratament, remedii, motiv pentru care de la an la an adresabilitatea bolnavilor la medic scade; 
pacientul i§i asuma oarecum starea de boala si se culpabilizeaza de aceasta. 

Datorita scaunelor multiple, in perioada de activitate a bolii, 90% dintre pacienji sunt 
obosiji, apare o stare de oboseala marcata, apar insomniile §i astfel rutina zilnica sufera 
modilicari majore, care necesita a fi manageriate cu multa rabdare, voinja si in cele din urma 
cu acceptare. 
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Ce va deranjeaza cel mai mult la boala pe care o aveji? 



Din totalul de pacicnp chestionaji majoritatea au susjinut ca scaunele diareice multiple 
sunt problema majora, sunt manifestarea clinica care ii deranjeaza cel mai mult; tot legat de 
scaune, dar intr-un procent mai mic 66% sunt insomniile, mulji pacienji avand scaune nocturne. 
Dintre pacienji 53% susjin ca au devenit mai anxiosi, mai stresaji, chiar 40% dintre ace§tia au 
dezvoltat tulburari depresiv-anxioase. Alji factori incriminati au fost oboseala si durerea 
abdominala in procent de 33%, datorita acestora activitatiile fizice Hind limitate. 

Aparitia depresiei in patologia inflamatorie intestinala concorda cu datele din literatura 
de specialitate 10 . Unele studii chiar au incercat sa introduca in schema de tratament a pacienplor 
tratamentul cu antidepresive * 11 , studiu care a avut rezultate satisfacatoare, insa nu se recomanda 
utilizarea in practica curenta a antidepresivelor dat fiind faptul ca este un studiu calitativ 12 . 

La intrebarea daca cineva este responsabil de starea lor de boala, 73% din pacienjii 
chcstionati afirma ca nimeni nu este responsabil, 20% dintre ace§tia se autoculpabilizeaza, Hind 
fumatori cronici, §i un procent mic 7% lasa totul pe umerii sortii... as a a vrut soarta... - de unde 
reiese ca in cele din urma apare acceptarea, resemnarea, necesitatea de compasiune din partea 
familiei, apropiatiilor 13 . 


10 Mittermaier C, Dejaco C, Waldhoer T et al - Impact of depressive mood on relapse in patients with inflammatory bowel 
disease: a prospective 18-month follow-up study, Psychosom Med., 2004. 66: 79-84. 

11 Deter H-C, Keller W, von Wietersheim et al - Psychological treatment may reduce the need for healthcare in patients with 
Crohn’s disease. Inflammatory Bowel Disease, 2007, 13: 745-752. 

12 Mikocka-Walus AA. Gordon AL, Stewart BJ et al - A magic pill? A qualitative analysis of patients ’ views on the role of 
antidepressant therapy in inflammatory bowel disease (IBD ), BMC Gastroenterology, 2012. 12: 93-95. 

13 Pa§ca MD - Comunicarea in relafia medic - pacient, Ed. University Press, Targu Mure§, 2012, 109-111. 
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La ultima intrebare referitoare la rclatia medic - patient, toji pacientii chcstionati susjin 
ca relajia cu medicul curant trebuie sa fie foarte buna, sunt de parere ca fara indrumarea 
medicului §i un tratament corect, evolujia clinico-biologica a bolii ar fi nefavorabila, motiv 
pentru care o relate constants cu medicul este un prim pas spre vindecare, acceptare a starii de 
boala. 

In ciuda faptului ca top au raspuns ca este necesara o relapc stransa cu medicul curant, s- 
a observat ca pacientii se adreseaza cadrului medical mai mult cu resemnare decat cu 
convingere. 

Atat comunicarea, cat §i rclapa medic - pacient necesita multa implicare, devotament, 
tact §i profesionalism pentru a reu§i sa deschizi u§a sufletului celui cu care medicul 
relajioneaza 14 . 

Conform juramantului lui Hipocrate fiecare cadru medical trebuie sa fie neutru vis a vis 
de pacient, sa nu existe diferente de etnie, religie, grad de handicap deoarece rolul cscnpal al 
medicului este acela de a diagnostica §i trata corespunzator fiecare pacient, indiferent de natura 
patologiei, fara sa Jina cont de celelalte aspecte. 

Este o dorinta general valabila a tuturor pacientilor, aceea de a fi trataji de medici cu 
blandeje, cu rabdare, calm, sa se acorde o importanja deosebita comunicarii, o atenpe sporita in 
cele relatate de pacient deoarece acesta ofera informatii prepoase pentru conduita terapeutica 
ulteriora. 

In concluzie, in urma studiului efectuat, s-a observat ca in viaja fiecarui pacient au 
intervenit modificari atat in stilul de viaja, cat §i in atitudinea lor prinvind alimentapa, 
vestimentapa, relajionarea cu cei din jur. Daca la inceput majoritatea dintre ei au perceput aceste 
interziceri alimentare, fizice sipsihice ca nistc frustrari, in timp au observat ca prin punerea lor 
in practica de zi cu zi, apar imbunatapri semnificative in ceea ce prive§te boala §i automat ce 
odata li se parea ca este anormal in timp a devenit... o stare de normalitate §i acceptare 15 . 

Astfel, pacientii sunt convinsi ca pentru un rezultat terapeutic de succes este necesara 
implicarea activa a bolnavului la actul de vindecare, munca medicului ar fi in zadar daca ar 
lupta singur pentru a u§ura suferin|a pacientului. Din acest motiv bolnavul trebuie sa inceteze 
sa se culpabilizeze §i sa intervina activ in procesul lui de vindecare, el trebuie sa respecte 
intocmai tratamentul prescris, dieta recomandata pentru ca pana la urma vindecarea sau in acest 
caz aducerea bolii in stare de acalmie este de fapt un efort de echipa medic - 
pacient/apartinatori, iar credinta si speranta ca totul o sa fie bine este de bun augur. 

Multe studii, cat §i practica medicala curenta ne demonstreaza ca pacientii care cred, care 
lupta cu toate resursele de care dispun, care gandesc pozitiv §i isi focuzeaza eforturile spre 
vindecare au mai multe §anse de reusita comparativ cu cei care dau dovada de un negativism 
cronic, in care i§i vad boala in alb si negru, fara nici o luminita la capatul tunelului. 

Daca intre pacient §i medic apare conceptul de incredere reciproca, atunci termenii in care 
se discuta nu sunt doar clari, sunt chiar evocatori pentru ceea ce va urma in conduita terapeutica 
§i astfel §ansele de reu§ita cresc semnificativ, astfel putem vorbi de o preventie secundara, cu 
cat relatia dintre medic §i pacient este mai consolidate, mai cristalina, cu atat respectul dintre 
cele doua parti este definitoriu pentru evolutia bolii in timp §i spatiu. 


14 Pa?ca MD - Psihologia u§ii, Ed. Ardealul, Targu Mure§, 2008. 

15 Pa§ca MD - Comunicarea in relafia medic -pacient, 164-166. 
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Pacienfii trebuie sa i§i accepte boala ca pe o stare de normalitate §i sa incerce sa o 
controleze cat mai eficient posibil. Nonnalitate inseamna sa nu ramai prizonierul durerii tale si 
a bolii, sa nu te Iasi invins, ci sa-ji dore§ti din tot sufletul sa mergi mai departe pentru ca pana 
la urma pop sa te bucuri de viafa chiar daca e§ti bolnav, pana la urma starea de boala este 
nonnalitatea ta ca si pacient pe care fi-o asumi si cu care convicfuicsti. 
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AETAS AUGUSTANA - 0 PERSPECTIVA ISTORICO-LITERARA 
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"Alexandru loan Cuza" University, Iasi 


Abstract. Augustus' time is prolific both on a historical level as well as on a 
literary level. On a historical level, during the beginning of the Empire, the 
laws given by Augustus are highlighted and meant to restore the life of society 
according to the model of the respectable Roman family from the past. On a 
literary level, Augustus' century is considered a significant moment in the 
evolution of the entire Roman culture, through the existence of three important 
cultural-political circles of those times - Mecena's, Asinius Pollio's and that 
of Messala Corvinus - circles that were attended by famous writers of 
Rome: Vergilius, Horatius, Tibullus, Propertius, Ovidius. 

Keywords: historical, Roman family. Roman culture, Augustus, Ovidius. 


Au trecut razboaiele civile, a ramas teama de a te impotrivi; a 
trecut asasinarea lui Caesar pentru evitarea puterii unuia singur, au ramas 
ura §i dusmania §i s-a instaurat principatul; a trecut perioada eroismului 
in lupte, a ramas fuga de cariera militara, ca si de sarcinile si funcjiile 
care pe vremuri erau un privilegiu al nobilimii; a trecut vremea epopeilor 
§i a tragediilor, a ramas gustul pentru poezia de dragoste, pentru mimuri 1 
§i pantomima; a trecut vremea casatoriilor si a familiei ca institute 
extrem de sudata, au ramas celibatul, infidclitatilc si scaderea numarului 
copiilor; in sfarsit, a trecut Republica romana cu virtutilc ei civice §i 
militare, a ramas Imperiul roman cu lumea lui corupta si viciata. 

in asemenea condijii, Octavianus Augustus, fiul adoptiv al lui 
Caesar, preia puterea si controlul absolut, sprijinit de prietenul sau 
devotat, Marcus Agrippa, admirabil organizator §i administrator al 
treburilor publice §i comandant militar cum nu mai avusese Roma din 
vremea lui Scipio Africanul si a lui Iulius Caesar. Susjinut de partidul 
tradi|ionali§tilor, dar si de so|ia sa, frumoasa §i virtuoasa Livia, sfatuitorul 
lui cel mai ascultat, pe buna dreptate, doar se tragea din cele mai vechi si 
mai ilustre familii ale Romei, Augustus initiaza importante reforme 
sociale §i politice, administrative si religioase. in acest sens, in anul 18 a. 


1 Farse ce imitau realitatea, cazand tntr-un naturalism brutal. 
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Chr. da cateva legi menite sa restabileasca viata societajii dupa modelul 
respectabilei familii romane din trecut. 

Prima, lex Iulia de maritandis ordinibus se refera la obligajia 
tuturor barbajilor pana in saizcci de ani §i a tuturor femeilor pana in 
cincizeci sa se casatoreasca; femeile vaduve aveau la dispozijie un an ca 
sa-§i refaca familia, iar cele divortate doar §ase luni; mamele §i barbajii 
casatoriji primeau recompense, iar celibatarii erau pedepsiji prin 
excluderea de la serbari si spectacole publice si prin excluderea de la 
mostcnirile lasate de persoane neinrudite. 

O alta lege este, lex Iulia de adulteriis, lege prin care sojul avea 
chiar dreptul de a-§i ucide sotia si pe iubit, denuntand-o el, parintele sau 
alta persoana in fa|a pretorului. Pedeapsa era trimiterea in exil pe vial,a, 
confiscarea averii pe jumatate si interzicerea pe viata a casatoriei femeii. 
De acccasi pedeapsa avea parte §i cel care mijlocea sau tainuia 
infidelitatea. Femeile nu aveau acclcasi drepturi caci barbatului i se 
permitea sa aiba legaturi cu femei nemaritate, straine, foste sclave 
eliberate sau femei lipsite de demnitate morala. 

A treia lege, lex sumptuaria, prevedea sa nu se exagereze luxul, 
nici in ceea ce privcstc locuinjele, nici ospctclc, nici vestmintele, nici 
bijuteriile. Pe langa acestea pe parcurs a mai fost data o lege prin care 
sclavul care-si dcnunta stapanul, putea deveni liber si putea primi a opta 
parte din averea stapanului. 

Dar sa vedem in ce masura se vor respecta aceste legi §i, mai ales, 
in ce masura le vor respecta cei care au facut sa fie votate. 

Asa cum la Atena a existat un secol al lui Pericle, tot a§a, la 
Roma, a existat, in perioada cuprinsa intre a doua jumatate a secolului I 
a. Chr. si in primul patrar al secolului I p. Chr., inceputul erei noastre, un 
secol al lui Augustus, considerat un moment insemnat in evolujia intregii 
culturi romane. A fost epoca de aur a scrierilor romane si momentul cand 
clasicismul literar roman i§i stabileste normele. 

De fapt, scrierile intregului secol I a. Chr. sunt considerate, in 
ansamblul culturii §i literaturii universale, demne de a sta alaturi de 
operele desavar§ite ale grecilor. Proza latina a fost ilustrata in special de 
Titus Livius, dar domnia lui Augustus a fost marcata, mai ales, prin 
triumful poeziei. Apar acum operele poejilor Vergilius si Horatius, dar 
elegia erotica romana atinge apogeul prin operele poetilor C. Cornelius 
Gallus, Albius Tibullus, Sextus Propertius si Publius Ovidius Naso. 

Elegia este asociata in literatura intregii lumi cu ideea de 
lamentatie funebra, jelanie, bocet, cantec de doliu, tanguire, plangere, 
sensuri pe care cuvantul le are in greceste si apar la scriitorii greci. Elegia 
se dezvolta pana la punctul ei culminant, elegia erotica latina, odata cu 
dezvoltarea principalului ei element formal, versul elegiac. Aparitia 
versului elegiac, obtinut prin insotirea dintre un hexametru si un 
pentametru, corespunde momentului trecerii de la modalitatea de 
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reprezentare si exprimare obiectiva, epica, a lumii la cea lirica, 
subiectiva. Cultivate cu stralucire de alexandrini, in special in aspectele 
ei mitologizante, poetii apartinand triumviratului poetic, vor reusi, printr- 
o tematica originala si printr-o modalitate stilistica personala, sa dea un 
caracter roman unei forme poetice, elegia erotica. 

Literatura avand in aceasta perioada un loc predilect, apar 
bibliotecile publice 2 , librariile-edituri si anticariatele. Creapile literare au 
fost insuflepte de cercurile cultural-politice, de cenacluri §i de patronajul 
literar. Cel mai influent cere cultural-politic a fost cel al prietenului §i 
sfatuitorului lui Augustus, Maecenas care a creat §i un tip de patronaj 
literar numit mecenatism. Alt cere cultural-politic activ a fost calauzit de 
Asinius Pollio, fost general, orator §i om politic; el insu§i i§i gasea timp 
si pentru preocupari literare 3 si este cel care a introdus la Roma obiceiul 
lecturilor publice. Messala Corvinus, renumit orator, pretuit de Cicero, 
conducea §i el un cere. Roma era plina de pocti, dar cei ce citeau in fa|a 
unui public, de obicei, mai select, erau scriitori cunoscup: Cicero, Caesar, 
Sallustius, Vergilius, Horatius, Tibullus, Propertius, Ovidius, Titus 
Livius. Ca scriitor ip puteai citi opera in oricare dintre aceste cercuri, 
chiar pe rand in fiecare, dar existau anumite preferinje sau invitapi mai 
freevente intr-unul anume. 

Asadar, Vergilius si, mai ales, Horatius, preferatul lui Mecena, 
freeventau, clar, cercul acestuia si suspneau, sincer sau fals, refonnele 
infaptuite de Augustus prin scrierile lor: poeme eroice despre virtuple 
razboinice ale stramosilor, satire ce ridiculizau luxul, coruppa 
contemporanilor, ode ce elogiau virtuple femeilor de demult, egloge 
despre simplitatea viepi la Jara, subiecte care nu prea erau pe placul lui 
Ovidius care indragea viata civilizata, placuta, modema, a prezentului. 

in cercul lui Asinius Pollio venea uneori §i Augustus, desi nu-1 
placea pentru ca fusese suspnator declarat al lui Brutus §i Cassius §i 
prieten al lui Antonius, pe care-1 parasise cand era in Egipt, dar nu a vrut 
sa ia parte la razboiul impotriva lui. Ovidius nu prea venea aici din doua 
motive: primul ca ii cam critica pe scriitorii consacrap, pe Cicero pentru 
fraza dezordonata, pe Sallustius pentru freeventa arhaismelor, pe Titus 
Livius pentru limbajul provincial, si al doilea pentru ca a sesizat ca acolo 
erau adunap cam top adversarii lui Octavianus. 

Cercul freeventat de Ovidius era cel al lui Messala, Valerius 
Messala Corvinus, fost comandant al cavaleriei lui Brutus in batalia de 
la Philippi, cunoscut orator, apreciat de Cicero, deschis, sociabil, modest, 
sincer. Unii preaslaveau viaja la Jara, trecutul glorios, dar mulp, incantap 
de timpurile actuale, cantau iubirea si placerile viepi civilizate de la 
Roma. Aici a venit Ovidius pentru ca aici se sinpea in largul lui §i aici ii 


2 Asinius Pollio in 37 a. Chr. intemeiaza o biblioteca publica care, precum un muzeu, con^inea ?i chipurile scriitorilor. 

3 A serfs tragedii §i Istoria razbociielor civile care se bucurau de o faima deosebita. 
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era apreciata elegia erotica prin care rivaliza cu cei din cercul lui Mecena. 
Aici venise mai inainte §i Vergilius, mai mare cu douazeci §i §apte de ani 
decat Ovidius, cu poezia lui pastorala de i mi tape theocritiana. Aici mai 
venise si Horatius, un artist atat de inzestrat si un om atat de cultivat, si 
melancolicul Tibullus cu unsprezece ani mai mare, precum §i Propertius, 
prieten apropiat al lui Ovidius, cu noua ani mai in varsta. in aceste 
circumstance, istorice §i literare, i§i incepe cariera literara Ovidius, o 
cariera lunga §i plina de neprevazut. 

Bibliografie: 

Ovidiu, Opere, Editura Gunivas, Heroide, Amoruri, Arta iubirii, 
Remediile iubirii, Cosmetice. Traducere de Maria-Valeria Petrescu, 
Bucure§ti, Minerva, 1977. Metamorfoze, traducere de Ion Florescu. 
Revizuirea traducerii §i note de Petra Crctia, Bucure§ti, Editura 
Academiei RPR, 1959. Fastele, Traducere de Ion Florescu §i Traian 
Costa. Note de Traian Costa, Bucure§ti, Editura Academiei RPR, 1965. 
Tristele, Ponticle, Traducere de Theodor Naum, Bucure§ti, Univers, 
1972, Colecjia Aetra, Chi§inau, 2001. 

Drimba, Ovidiu, Ovidiu, poetul Romei §i al Tomisului, Editura Tineretului, 
Bucurcsti, 1966. 

Frankel, Herman, Ovid, A Poet between Two Worlds, University of 
California Press, Berkeley and Los Angeles, 1969. 

Grimal, Pierre, Literatura latina, traducere romaneasca de Mariana si Liviu Franga, 
Editura Teora, Bucurcsti, 1977. 

Lascu, Nicolae, Istoria antica, Editura Didactica §i pedagogica, Bucurcsti, 
1966. 


759 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


ON THE BORDER BETWEEN CULTURAL VALUES AND MEDICINE 


Author 1: Andreescu Cristina Veronica, PhD, Lecturer, University of Medicine 
and Pharmacy „Carol Davila " Bucharest 
Author 2: Andronache Liliana Fiorina, PhD, Assistant Lecturer, University of 
Medicine and Pharmacy „Carol Davila" Bucharest 


Abstract: Iancu Feldstein (1926-2010) graduated from the Faculty of Medicine in Iasi and became a 
specialist in obstetrics and gynecology, working in Colfea Hospital. Not even the teaching career was 
foreign to him as he taught in the Sanitary Technical School of Bucharest. In the literary field, the 
physician had the ability to create written art in an original way that blended essays with the concrete 
historical and scientific data, which has led to the creation of an “authentic writer, with a refined taste 
of arts and an opinioned commentator endorsed with the latest findings in various fields of knowledge. 
Lastly, it should be emphasized that physician-writer devotion propagated in Israel Romanian cultural 
values, honesty and objective spirit that recalls the dramatic eras of our history ”.' 

Key words: culture, medicine, aesthetic values, science, art 


Dupa anii petrecuji In “tran§eele” medicinii romane§ti, In 1987 a ales calea Israelului. 
Chiar §i In exilul auto-impus, medicul avea sa duca dorul (arii In care s-a nascut. Astfel, a 
publicat doua carp Momente (1992) si Via (a in echilibru - Dr.Mircea Bdrsan yi terapeutica sa 
(1997) ale caror pagini reunesc amintiri ale tnedicului roman, constituindu-se In “confesiuni ale 
unui umanist modern ce aduce un fierbinte elogiu victii §i semenilor ultra ratiunc” 1 2 . Medicul- 
scriitor este si autoral a numeroase volume de eseuri pe teme dintre cele mai diverse, toate 
bazate pe crcdita sa ca un medic nu este un simplu terapeut al trapului ci §i al sufletului: 
Destainuiri - reflecfii (1994), Armonia viefii. Cuvantul. Medicul. Muzica. Filozofia (2001), Un 
cocktail spiritual benefic viefii. Cartea. Muzica. Pictura. Filosofia (2004). 

Pentra Iancu Feldstein, medicul dcsavarsit este, in primul rand, posesoral unei culturi 
cat mai vaste. Pentra a lucra cu omul, asa cum o fac medicii, trebuie sa cuno§ti mai Intai sufletul 
sau, iar la acesta ajungi prin cultura In variile ei forme de expresie “cu vastul sau orizont de 
cunostinjc, medicul continua sa se dovedeasca mereu uimit de miracolul viejii, sa caute remedii 
pentra bolile §i viciile ce macina vieji sau mutileaza caractere. E preocupat sa gaseasca secretul 
armoniei cxistentei cutreierand domeniile vaste ale artei, ale muzicii §i lilozofiei, ale §tiin(elor 
exacte. Ca §i in celelalte volume ale sale, medicul scrateaza cu atcntic viaja unor artisti de 


1 Ion Cristofor, Un umanist: Iancu Feldstein, in Zodii in cumpand, toamna 2008, p. 8. 

2 Ibidem. 
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cxceptic, Incercand sa inteleaga mesajul artei, dar si al cxistcntci lor pamanlcsti.” 3 

Muzica si producatorii acesteia au reprezentat un domeniu care 1-a fascinat pe medicul 
Feldstein. Analizand munca, viata si operele unor genii ale acestui domeniu, pe cale de deducjie, 
medicul-eseist ajunge la convingerea ca Inzestrarea unor asemenea (iri sensibile nu aduce cu 
sine si fericirea care le este data oamenilor simpli, nedotaji cu reacjii afective deosebite. Johann 
Sebastian Bach a trait mult mai profund decat oamenii timpului sau, Hind un nelnfeles; 
Wolfagang Amadeus Mozart a murit timpuriu In urma unei insuflcicntc cardiace, urmare a 
traiului nelndestulat §i a eforturilor depuse In numele artei. Muzicianul care stame§te admiratia 
medicului roman a fost Ludwig van Beethoven, atins de hipoacuzie §i, In cele din urma, 
picrzandu-si total auzul, marele compozitor a avut taria sa treaca peste hardicapul fizic §i sa 
creeze arta. Macinat de boli (sindromul Marfan, sindromul Ehlers-Danlos, sifilis §i 
tuberculoza) Nicolo Paganini moare In urma unei hemoragii interne Inainte de a primi ultima 
!mparta§anie. Pentru contemporani, aceasta moarte a fost asociata cu forte negative, mai precis 
posedarea, si li este interzisa inmormantarea catolica In Nisa. Abia dupa patru ani, trupul 
marelui violinist avea sa fie Inmormantat In Parma. Robert Schumann, pianistul german, s-a 
dovedit prin prisma medicinei moderne a fi un schizofrenic bipolar care a sfar§it Intr-un azil de 
nebuni, desi, In urma autopsiei realizate In timpurile noastre, s-a dovedit ca suferea de 
meningiom. 

Nici viafa pictorilor nu a ramas nestudiata din perspective pluridisciplinara de catre 
medicul-scriitor. Astfel, Edouard Manet, nelnfeles de contempranii sai, avea sa sfarscasca In 
urma unei lungi suferinfe ce a dus la o amputare cauzata de ataxie locomotorie. Gangrena avea 
sa puna punct carierei impresionistului francez. Si Edgar Degas, Intemeietorul 
impresionismului francez, avea sa adopte o atitudine anti-semita si va muri singur, orb si surd. 
Nici cubistul Paul Cezanne nu este ocolit de depresie. §i Vincent van Gogh s-a confruntat cu 
boli grave printre care psihoze, epilepsie, boli venerice §i depresii ajungand §i la glaucom. 
Expresionistul norvegian Edvard Munch avea sa plateasca tributul depresiei, de asemenea. 
Henri de Toulouse-Lautrec, postimpresionistul francez, avea sa plateasca vial,a agitata pe care 
a avut-o, la care s-a adaugat si infirmitatea fizica, printr-o moarte prematura. Lui Paul Klee i-a 
fost refuzata obtinerca cctatcniei elvcticne chiar daca aceea a fost patria sa. La sufcrinta psihica 
a ncrccunoastcrii de catre propria patrie se adauga boala incurabila ce 1-a macinat: sclerodermie. 

Eseurile medicului Feldstein rcuscsc sa Imbine faptul istoric, explicarea unor destine 
prin apelul la medicina modema dar §i amintiri despre oameni pe care medicul i-a Intalnit §i 
care 1-au marcat existential: “Ca intr-un jurnal al nefericirii umane, medicul-scriitor analizeaza 
cazuri cunoscute direct, avertizand cu tact asupra catastrofelor la care ne duce lipsa 
autocontrolului. Nu sunt singurele cazuri umane pe care doctorul Iancu Feldstein le analizeaza, 
descifrand ijele incalcite ale destinului. Rationalist, medicul respinge fatalismul si predestinarea 
§i adera la conceptia ca adevarata fericire a omului apartinc celui de Stic sa exploateze toate 
evenimentele in sensul vointei sale §i in posibilitatea de a recunoa§te in intamplarile zilnice 


3 Ion Cristofor, Eseurile doctorului Iancu Feldstein, m Cetatea cultura, seria a III-a,, an IX, nr. 12 (84), decembrie 2008, 
Cluj-Napoca, p. 39. 
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semnul destinului sau. Veritabile lecjii despre fericire, insemnarile doctorului Iancu Feldstein 
sunt fi§e ale unui injelept ce da sfaturi.” 4 

Dincolo de certa valoare eseistica, scrierile sale se vor §i un sfat adresat posteritajii, o 
cuceritoare abordare interdisciplinary a marelui fenomen care se nume§te fiinta umana. Doar 
abordand parjile obscure ale sufletului umane putem ajunge sa ne cunoa§tem pe noi Inline §i 
doar injelegand resorturile sufletului putem atinge acea stare de echilibru atat de necesara 
fiecaruia dintre noi. Medicul-scriitor se dovede§te, prin scrierile sale de o profunda sensibilitate, 
a fi un “om injelept ce-fi da sfaturi nu pentru a epata cu cruditia, ci pentru a-ji lumina cele mai 
profitabile cai ale destinului propriu. Cartea intitulata Destine coniine splendide meditajii ale 
unui umanist modern ce cauta formula secreta a fericirii intr-o lume plina de nefericire, armonia 
intr-un univers dominat de zgomot §i poluare, convins fund ca artele si vocea rati un i i mai pot 
inca imblanzi bestiile, ca odinioara Orfeu cu lira sa.” 5 

In 2001 vedea lumina tiparului o alta carte a medicului Feldstein: Armonia viefii. Cartea 
se constituie intr-o “pledoarie patetica pentru adevar si frumos” §i amintcstc de crezul medicului 
potrivit caruia medicina (ca forma de tratare a bolilor fizice), literatura, muzica si filozofia (ca 
mijloace de regasire a sinelui si de tamaduire a ranilor suflete§ti) reprezinta “cei patru piloni ai 
profesiunii de crcdinta a unui spirit ce-§i exprima gandurile intr-o limba romaneasca de o mare 
frumuseje” 6 . 

Neobosit creator de valori spirituale §i culturale, medicul-literat publica trei ani mai 
tarziu, in 2004, un alt volum, Un cocktail spiritual benefic vie(ii. Aceasta carte reprezinta un 
periplu al amintirilor medicului prin lumea la care dansul a avut acces: cea a evreilor din Galaji, 
Ia§i §i din capitala, comunitate iubitoare de frumos artistic, fie ca era vorba de artele vizuale 
(pictura), fie de muzica sau filosofie. Venit in contact, in perioada dintre 1930-1945, cu mari 
personal ita(i culturale romane, medicul avea sa fie contaminat de bucuria descoperirii omului 
prin artele frumosului caci crcdinta intima a omului de o cultura care a fost Feldstein era ca 
“zilnica freeventare a artelor e in masura sa rafineze spiritul si sa-i acorde o dimensiune mai 
umana.” 7 De acea perioada fericita, dinainte de razboi, in care cultura romaneasca era in 
perioada ei de avant, se leaga Insa§i constituirea sufletului medicului ce avea, peste ani, sa 
paraseasca (ara. Confruntat, inca din anii tincrctii, cu diverse obstacole aparute atat in via(a 
profesionala cat si in cea personala, medicul nu a incetat sa creada in frumosul artei ca 
modalitate de contrapondere la diformitatea lumii inconjuratoare, avand convingerea ca prin 
frumosul artistic omul se poate mafia spiritual. Pentru cineva care a respirat aerul tare al 
oamenilor cu moralitate si care a vrut sa guste, prin propriile puteri, valorile esttice era ceva 
firesc sa perceapa “frumusejea si miracolul victii, vazand in arta (...) remedii impotriva 
stresului, a bolilor epocii modeme.” 8 

Medicul a continuat §i in acest volum sa prezinte personal ita(i ale lumii artelor. Ineditul 
cartii II reprezinta adnotarile pe care medicul, §i aici se poate detecta fonnarea sa §tiin(ifica, le- 
a facut pe teme de psihanaliza mergand pana la mai noile experimente ale crearii unor structuri 
ereditare identice prin clonare. Cartea rcuncste, cu maiestrie, un amalgam de fapte istorice, 


4 Idem, p. 41. 

5 Ibidem. 

6 Ion Cristofor, Un umanist: Iancu Feldstein, in Zodii in cumpana, toamna 2008, p. 8. 

7 Ibidem. 

8 Ibidem. 


762 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


§tiinjifiice §i culturale cu parerile proprii, adesea bine informate, sintetice, asupra teme 
§tiinjifice precum drogurile, genele si implicajiile morale” 9 ale unor atare salturi. Cartea 
reune§te doua parti: prima Inchinata “moralitajii, respectului pentru Uinta umana 
responsabiliajii ca repere pentru normalitatea noastra, tonul autorului nefiind «sfatos», ci 
exemplificat cu «incidente» (in sensul impactului-eveniment) dintre cele mai interesante, din 
cxpcricnta sa de medic.” 10 Cea de-a doua parte este dedicata prezentarii unor prsonalitaji 
marcante ale culturii dar §i a “unor problematic! actuale (relajia vechi-actual, sentiment- 
expresie, crez-religie, despre genetica si clonare etc.)” * 11 . Capacitatea medicului de a 

depa§i aria medicinii, practicate atat in (ara de origine cat si in cea care 1-a primit, si saltul pe 
care il face in lumea vasta a culturii II definesc ca pe un spirit plurivalent care §i-a hranit 
cxistcnta in matca larga a valorilor estetice dar si stiintificc. Aceasta ambivalenja nu este Insa 
singulara, numero§i alti medici au reu§it sa respire aerul tare al artei §i nu doar ca beneficiari ai 
frumosului ci si in calitate de producatori ai unor valori perene. In cazul lui Iancu Feldstein 
calitatea de tamaduitor al trupului a fost dublata de certa sa valoare scriitoriceasca. Toate aceste 
attribute II recomanda pe medicul-eseist drept “fabulist In proza, povestitor plin de farmec, 
iubitor de muzica, arte plastice, eseist aflat Intr-un pasionant dialog cu sine §i cu ccilalti.” 12 Arta 
ca forma de tratare a sufletului este surprinsa prin “ochiul naratorului, psihologului, moralistului 
care I§i pune profesia de medic In slujba observatorului atent §i receptiv” iar aceasta perspective 
inedita 1-a ajutat In conceperea unor card scrise “cu Injeleapta modestie si profunda cunoa§tere 
a unor zone culturale de rara elevajie” 13 . 
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Abstract: This paper visits some of the thoughts Antoaneta Ralian shared with her public throughout 
her long and amazingly prolific translating career. Antoaneta Ralian toiled with the minute 
religiousness of a hesychast that listens to the chant of the wasteland to unravel the mystery locked in 
each and every one of the 125 novels and plays she translated. She believed that the translator has to 
gain access to what lies hidden in the text, subtly interposing the decoding wish in between thought and 
translation. The translator sets the text free as long as it preserves its intrinsic wealth and beauty. The 
text is no longer a ‘closed’ narrative (Umberto Eco), as long as the translator deciphers its inner 
mechanisms forcing’ it to reveal itself opening it towards unlimited semiosis. Quoting various 
fragmen ts from the last volume of memoirs she published in 2016, Nu cred in sf&rsitul lumii [1 do not 
believe in the end of the world], I take a bow of honour to one of the most beautiful minds of the 
Romanian culture. 

Keywords: literature, translation, reading, memoirs 


“Le temps des oeuvres n ’est pas le temps 
defini de I’ecriture, mais le temps indefini de la 
lecture et de la memoire. Le sens des livres est 
devant eux et non derriere, il est en nous: un livre 
n ’estpas un sens tout fait, une revelation que nous 
avons a subir, c’est une reserve de formes qui 
attendent leur sens, c’est ‘l’imminence d’une 
revelation qui ne se produit pas ’ (Borges), et que 
chacun doit produire pour lui-meme. ” 

Gerard Genette, L ’utopie litteraire 

I have never met Antoaneta Ralian. I saw some pictures of hers, watched the only 
interview she gave to Eugenia Voda, as one of the most outstanding and elitist Romanian 
“Professionals”, I read the ‘trilogy’ of her memoirs - Toamna decanei: convorbiri cu Antoaneta 
Ralian [Dean’s Autumn: talks with Antoaneta Ralian ], a volume co-ordinated by Radu 
Paraschivescu and published in 2011, by Humanitas Press, Amintirile unei nonagenare: 
Calatoriile mele, scriitorii mei [Memoirs of a Woman in Her Nineties: My Travels, My Writers ], 
launched in 2014, and Nu cred in sfarsitul lumii [/ do not believe in the end of the world], 
co-ordinated by Marius Chivu and published in 2016 by ART Press, and, needless to say, I have 
marvelled at the exquisiteness of her translations. It was only years later that I discovered that 
she was the ‘magician’ behind the translation of one of the books that has bewitched millions 
of children and that was so dear to me, The Adventures of Pinocchio by Carlo Collodi. It would 
have been a privilege to hear her lecture about her work, share details about the places she had 
visited and people she had met. As I am currently writing this paper, it is only her books and 
translations that can talk about her, and there are quite a few volumes waiting to be 


764 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


‘interviewed’! In its humble attempt, this paper is a tribute to the one of the most accomplished 
translators of all time, whom we are proud to have in the Golden Pantheon of the Romanian 
culture. 

The title of our article comes from one of Antoaneta Ralian’ defying challenges 
launched in the last volume of the ‘trilogy’, actually a collection of memories, articles and 
interviews, Nu cred in sfarsitul lumii [/ do not believe in the end of the world]. Seemingly 
desperate as Richard Ill’s cry “A horse, a horse, my kingdom for a horse!” (Richard III: Act 5, 
Scene 4), Antoaneta Ralian launches a consuming, almost visceral wish for the pungent smell 
of tobacco at times when what used to be a life-long, established voluptuousness dimmed its 
recklessness into a corny medical interdiction (alas, unnegotiable and absolute). Like many 
other creators, she seemed to depend on the swirling whitish grey spirals of cigarette smoke 
whenever she was translating any of her 125 American and English novels and plays, just like 
Mark Twain, Sigmund Freud of her beloved author Thomas Mann did. 

While working, I was smoking, understandably, for inspiration and strength, when 
resting - nothing more relaxing than a cigarette; when angry and upset - the only tranquilizer, 
the cigarette; when merry, I would spoil myself with a cigarette; professional successes were 
celebrated with a cigarette; failures, alleviated with a cigarette. (Ralian 2016: 50) 1 

Bom into a petty bourgeois Jewish family, Antoinette (Antoaneta) Stein, married Ralian, would 
spend her childhood in an almost symbiotic relation with her parents, who brought her into the 
world - as she humorously hked to say - to fill the void left by the death of a son who had died 
of scarlet fever. Her mother, to whom she was organically attached, a woman of great mind and 
refined education, introduced young Antoaneta to the blisses of music and reading, unveiling 
her the great books of the world, one of the first of which was Thomas Mann’s The Magic 
Mountain. 

All my childhood readings were chosen and guided by my mother. I cannot say which 
book impacted me the most. All of them have shaped me, /.../ opened the door to life for me, 
and have taught me to accept or decline (93). 

Mother would read (and explain to my own understanding) Thomas Mann, Andre Gide, 
Oscar Wilde, and I would read, in French, the books from the Bibliotheque Rose - Les Malheurs 
de Sophie , other moralist books by the Countess of Segur or by Selma Lagerlof (names from 
the stone age for today’s computerized children (156). 

If playing the piano proved to be an ordeal for the inexperienced disciple, literature, reading 
gave the meaning to her life, as if completing the DNA chain with another, invisible, yet 
organically structured extension. “The book and I have always been sworn brothers. I wonder 
what my life would have been if God had not invented the book” (89). The encounter of the 
two can only be described as an epiphanic moment that marked not only the destiny of the 
reader, translator, publisher to be Antoaneta Ralian, but, miraculously, the lives of all those who 
had their own doors to the world opened by this amazing woman, the Dame of the translated 
English language and literature into Romanian, who did her work like no one else, with grace 
and gift and breathtaking talent. She was one of those beautiful minds who translated for us 
novels and plays authored by Daniel Defoe, Charles Dickens, Thomas Hardy, John Galsworthy, 
Lewis Carroll, George Bernard Shaw, Oscar Wilde, Henry James, Nathaniel Hawthorne, DH 
Lawrence, James Joyce, Virginia Woolf, Katherine Mansfield, Lawrence Durrell, Tennessee 
Williams, Henry Miller, J.D. Salinger, Aldous Huxley, Saul Bellow and Iris Murdoch, E.L. 


1 All quotations from Ralian’s Nu cred in sfarptul lumii are my translation. 
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Doctorow, Salman Rushdie, Truman Capote, Amos Oz, etc. “/.../ in order to become a good 
translator, one needs grace ” (202). 

What better example but the translation of the Romanian word l har ’ into English to 
illustrate the Benedictine-like scrupulousness and artistry of the translator, ruling supreme at 
the heart of a crossroads of infinite relations. I wonder how Antoaneta Ralian would have 
phrased this thought of hers into English. Would she have chosen ‘grace’, as I suggested, or 
would she have preferred the lexeme ‘gift’? The answer must lie at the crossroads of those 
infinite relations, thoughts and words describe. Her career in translating started timidly when 
she moved into publishing and dared herself to try her hand at working on a small anthology of 
Italian short stories. “Neapolitan stories, sentimental ones, bearing O sole /mo-echoing 
resonances. And it worked out, I started off on the right foot” (58.) Nevertheless, the first buds 
of her special talent blossomed when, merely a first-year student, when reading Chaucer’s lines 
she ended up translating them for her not so knowledgeable and gifted roommate, who 
unhesitantly, admired and complimented her on her most special artistry. Skilfulness, patience, 
toil, minuteness that describe an ‘organic’ relationship between text and author is what 
Antoaneta Ralian’s translations are heavily imbued with, and this paper visits some of the 
thoughts she shared with her public throughout her long and amazingly prolific career. In one 
of the interviews granted in 2002, when asked if she had ever considered lecturing on the theory 
of translations, Antoaneta Ralian replied that she simply did not believe in the existence of the 
concept, totally rejecting the idea of theoretising the artistic act. 

When I happen to talk about my translations, I stay away as much as I can from the 
dissection, anatomization of the act of translation, I avoid quoting from Steiner, as I avoid 
everything which means theorisation (184). 

This is the main reason for which we are not going to embark upon this trail of abstract 
theorisation that seemed to be so outlandish to this great artist, for she is an Artist , just as much 
a perfectionist and gifted spirit as all the colossal writers whose thoughts and sentiments she 
translated. “Often enough I see myself as a kind of alter-ego of the writer” (207). Antoaneta 
Ralian was far more than a translator with grace, she was a vibrant creative sensitiveness who 
lived all her life in what we might refer to as a sort of an ‘arachnean’ relationship with the 
Giants', she would constantly spin her delicate, ethereal thread around the intricate narrative 
webbing, whose matrix she honoured with the same elegance and grace. Her ‘touch’ was not 
invasive, disruptive, but enriching and beguiling. 

Original literature means procreation, translation means recreation, it means that you 
create a duplicate that looks unique. This is the goal of a good translation: when you read, you 
must not have the feeling that it is all about something transplanted into another language. Both 
the spirit and the letter of the original have to be thoroughly respected (183). 

No such thing is possible if the translator does not immerse itself into the enfolding fluids of a 
special journey that would take him to the very heart of the text. Once there, the intimate process 
of unfolding the puzzling “mystery in letters” (Mallarme) tells a story which the whitish tone 
of the paper awaits to host and (re)create. According to Paul Valery the work gains in 
importance not so much because of the author as a person, but because of the language he 
creates. Antoaneta Ralian seems to agree with every line of the 125 works she translated (the 
last one remained unfinished), for which she prepared with the minute religiousness of a 
hesychast that listens to the chant of the wasteland. “I cannot translate a writer until I haven’t 
espoused him. I do it through a very careful reading, trying to think with his own thoughts, to 
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feel with his own sensitiveness. /.../ it is compulsory that you understand the one you are 
translating. Not only do you have to penetrate the text, but also the subtext” (206). 

“A translation is a mystery you have to unravel” (207), voicing thus the idea that the translator 
has to gain access to what lies hidden in the text, subtly interposing the decoding wish in 
between thought and translation. She confesses having adored translating Salman Rushdie, who 
put her cross word-puzzle deciphering mind to work, for she enjoyed “texts that raise problems, 
and not the vapid and easy ones. I have a crossword-puzzle solver mentality, I like solving 
linguistic problems. It gives me a great satisfaction” (76). 

The translator sets the text free as long as it preserves its intrinsic wealth and beauty. 
The text is no longer a ‘closed’ narrative (Eco), as long as the translator has toiled with its inner 
mechanisms ‘forcing’ it to reveal itself, opening it towards unlimited semiosis. In his text Der 
Spruch des Anaximander, published in 1946, Heidegger muses on the following fragment 
attributed to the Pre-Socratic thinker Anaximander of Miletos (ca 610 BC-547 BC): Ex hon de 
he genesis esti tois ousi kai ten phthoran eis tauta ginesthai kata to chreon. Didonai gar auta 
diken kai tisin allelois tes adikias kata ten tou chronou taxin, where he sees genesis as one 
intimate dimension of the exploratory essence described by the verb to (dis)cover, the 
equivalent of stepping out into being, after having denied and abandoned the state of 
concealment. Once into the light, the whole construct unveils itself onto the veiled, namely the 
phtora. It is through what Heidegger calls das Lichte that he refers to the agglutinant concept 
where genesis and phtora become co-originary. If the reflection of a creator’s thoughts can be 
regarded as what has been left unthought-of and unuttered in the Universe, then Heidegger says 
that what we have access to is only a superficial, first look, das Hinsehen (Gadamer 1999: 22) 
that can only make us dream about the final, utmost, complete revelation; meanwhile, there are 
different interpretations of the same core, be it chreon (Anaximander), or logos (Heraclit). 

Once the logos has (re)composed the order of the universe, the language becomes the 
territory that unveils the veiled, while translation maps its terrain revealing what is hidden. 
There is a double relation that operates at this level, one dealing with the texture of the text, the 
other one with the texture of the creative sensitivity of the translator, and it is not seldom the 
case when the translator ‘freed’ the text and the latter performed the exact sort of magic for its 
interpreter. It is a sort of ‘self-transcendence’ in which the text (dis)places the translator from 
its ‘self-restrainment’ towards a more liberal relation with its substance and essence. Henry 
Miller and his texts ‘freed’ the bashful, puritan Mrs. Ralian from all her demons and anguishes, 
and this is how she describes the almost ‘cathartic’ part translating played for her “I am actually 
grateful to Henry Miller for delivering me from my own hypocrisies and taboos” (192). 

All those who believed that the ‘fiercest’ battle, as a translator, she had to fight with the 
language of Miller’s novels could not have been further from the truth, for the ‘siege’ of her 
own ‘self took much of her energies: “In fact I haven’t had problems with the language, the 
most terrible thing was to conquer my own taboos, reluctances and unconscious hypocrisies, of 
which I have become aware much later, just how hypocrite was all the puritanism in which I 
was brought up (191)”. She believed that Henry Miller was that kind of writer who cannot be 
translated using the classical Renaissance drapery of the ‘vine leaves’: 

At first I was petrified. I had to overcome my own taboos, my own blockings. I had to 
overcome myself. There are words in Henry Miller which had never crossed my lips and which 
I could not even pronounce. I can write them, but not utter them. /.../ Henry Miller managed to 
disembarrass even myself. I acquired a sort of voluptuousness of saying things directly and, 
while translating him, I dropped part of the petty-bourgeois veils in which I was wrapped (206). 
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Translating Miller proved to be, as she herself acknowledges, the milestone of her entire career, 
and it was the common ‘texture’ of grace, gift and talent that added that special touch to his 
deciphering into Romanian, another gift Antoaneta Ralian and her genius left behind. 

A translator of Miller has to be, in the first place, a good translator. He has to understand 
Miller, to adapt to his proteic personality, his lability, his contradictory character, downright 
oxymoronic. He has to sense the jester and the tragedian in this author, to adapt to the 
astounding bounces of his texts, going from the sublime to the scatological, from the seraphic 
to the sordid. Translating Henry Miller is a spiralled, zigzagged, hurdle-race that requires an 
extremely experienced runner (174). 

Although she believed that it was compulsory for a translator to ‘penetrate’ the text, the personal 
relationship between the two creators, author-translator, was not necessarily a must. Reading 
her interviews and articles is as if you are contemplating still waters, but it is common 
knowledge that still waters run deep; besides, the further one gets from the point where the 
stone breaks the surface, the more ripples one sees. Still, her inmost wish was to become the 
‘alter-ego’ of the author with whom she would strive to identify herself, aware as she was of 
the fact that a complete immersion was utterly impossible. 

I force myself to see through his eyes, think with his thoughts, feel with his feelings, transpose 
myself into that author. Sometimes it is easier, whenever there are affinities between myself 
and that author, but sometimes - as in the case of Henry Miller - there is a total incompatibility, 
although I still try to understand him, to capture his mechanisms of thought and feeling (195). 

So unique and special is this relationship that it also involves the fictional characters that 
populate the universe stretching in between creator-(re)creator; not only is she deeply, 
wholeheartedly committed to them, but also to her dream of becoming the alter-ego of the artist. 
“I confess, shamelessly, that I am emotionally, affectively involved with the characters of the 
books I translate. Actually, my feelings go towards the authors, who, even if they project 
themselves onto the characters, are more physical, more palpable, more ‘flesh and blood’ than 
their ectoplasmic heroes. With the authors I carry on mute dialogues. When it happens - 
frequently- that I find them disagreeing with one another, from one page to the other, I admonish 
them: ‘How can you be so stupid?’ When they test my translating abilities, I declare them 
ecstatically: ‘How clever you are!” (25) 

Her life was blessed with the real friendship of three great writers, one of which was a Nobel 
Laureate, Saul Bellow. For those who read her memoirs in times of peace and democracy, the 
thorough understanding of such an accomplishment seems almost impossible. Those were the 
decades when politics would build walls and not bridges, when the map of the world was torn 
apart by an absurd doctrinaire chromatic, strikingly red, which annihilated hopes and crippled 
destinies. Writing a letter, the most used means of communication back then, proved to be not 
only an exercise of putting together thoughts and feelings, but an allegorical (re)dimensioning 
of a Chinese chest, full of secret drawers, accessible only to those who knew how to look at it 
and interpret it. The story of her life also narrates about a beautiful friendship with his Murdoch, 
which spanned for almost 25 years, until she died of Alzheimer, in 1999. 

Iris had become a sort of confessor for me. I used to tell her everything, expecting a 
word of encouragement, of support as I was sure that she would understand, for it was 
impossible for a writer of her stature not to understand your problems most profoundly, down 
to the very last fibre (179). 
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I made friends with three of the authors I translated. Iris Murdock, whom I met in 
London, through the British Council, after I had translated A Word Child, the first of the five 
books of hers I translated. What followed was a friendship through correspondence that spanned 
over 25 years, marked by my visits to London and a visit of hers here. I met Saul Bellow in 
1977, when he came to Bucharest accompanying his former wife, Alexandra Baltasar. I was 
just translating Humboldt’s Gift. What followed was a friendship through correspondence 
abruptly brought to an end when Dean’s Winter came out in America and Bellow was forbidden 
in Romania. The correspondence resumed occasionally after 1989 when I translated Dean’s 
Winter and, afterwards, Ravelstein. I translated three books of the postmodern Raymond 
Federman, whom I had met in the USA, and who was invited to the launch of one of them and 
afterwards he even attended the Neptun festival. We are currently bonding (19). 

Had she had the chance to meet Virginia Woolf, or Katherine Mansfield, she would 
have certainly declared her admiration and soon afterwards they would have exchanged letters, 
as she did with her darling Iris. Antoaneta Ralian confesses being infatuated with Virginia 
Woolf (honi soit qui mal y pense (sic!) as she most elegantly, though firmly, warns her readers, 
quoting the famous motto of the Order of the Garter [shame on him who thinks evil of it]), with 
whom she felt most at home, sharing with her the unique and warm sense of what she refers to 
as Heimisch (68). 

I have fallen in love with the minutiae, the psychologic goldsmithery of Virginia Woolf, 
who made me love her, and also be a little afraid of her, for reading me all the way through. 
[...] 

I have also fallen in love with the delicate, lavender-scented laces of Katherine Mansfield’s 
heroines, the sensual cerebralism or the cerebral sensuality of Iris Murdoch [...] (26). 

It is this love with which she honoured the authors she translated that imbues all her 
work, which would have failed to reach perfection, had it not been for the abundance of it. 
Creation means love, self-abandonment and total commitment to a higher instance that 
transcends the corporeity of the moment and vibrates in the echoes of the music of the spheres. 
The world dawned in utterance, afterwards silence came and took its place, as Dean’s Autumn 
turned into Winter. Once again, for the last time, the alter-ego, the books and the shadows have 
tuned up their strings ...“Silence is woven from myriads of infinitesimal sounds, melted 
together, nevertheless, extant: the murmur of the waters, the wail of the sea, the rustle of the 
leaves, the sigh of the Earth, the buzz of the insects, the breath of the sky, the ballet of the grass, 
the laughter of the birds, the quiver of the clouds...” (146). This and infinitely more is what 
pulses in any of the works Antoaneta Ralian entrusted us with. It is not only words, but also 
feelings, and thoughts, and hours, those Hours that are called to narrate a story which author 
and translator are eager to share. 
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ABSTRACT: Throughout the whole Hallipa series, Hortensia Papadat Bengescu seems to reject the 
solution of harmonization between body and soul, blocking any communication between inner and outer 
body, her characters cannot live in a unified frame, and they are unable to hear their intimacy. An 
approach on the sense organs (seeing, hearing, smelling, tasting, touching), on the extra sensorial 
(intuition), and on the elaborated sensorial impressions in her novels offers a better understanding of 
the literary work and emotions. The sensitivity seems to be dominant in feminine fiction in general and 
particularly in Papadat Bengescu’s texts. She thought the main aim in art is to share all she has to say 
to the senses, using the technique of expressive structural motifs, transforming the work into allusions, 
introspections and psychological revealing. The sensorial is dominated by language and it is decoded 
through an affective language, since the affect is a condition of speaking. The author was concerned 
about the language only as a sensitive corpus and disclosed its intrinsic sensorial spontaneity that often 
seems to lead to heresy. 

KEY WORDS: sensorial, affective language, senses, suggestion. 

1. Tehnica evocarii cu mijloacele analizei senzoriale 

Estetica fizica, discursul senzorial preponderent sau in intregime vizual este un tip de 
comunicare arhaica, legat in principal de narcisism si avatarurile sale sau de conceptul de 
imagine a corpului. Dar binele nu este in mod necesar frumos, iar frumosul nu este implicit bun, 
cum demonstra Jung. Idealul Eului in care fizicul joaca un rol important si Eul Ideal prezentat 
ca o hipertrofie a imaginii corpului, pot transcrie suferinte dintre cele mai profunde. „Fiinta cea 
mai onesta, Eul, vorbeste despre corp si isi doreste corpul, chiar daca viseaza, chiar daca 
delireaza sau flutura din aripile frante ul . 

Cand un subiect-personaj vorbeste despre imaginea lui fizica, vorbeste despre altceva? 
Conceptul de imagine a corpului, explicat de Schilder (L ’image du corps , Paris, Gallimard, 
1968), reluat de Francoise Dolto (L ’image inconsciente du corps, Paris, Seuil, 1984) urmareste 
problema genezei conceptului inca din copilarie, cand „inglobeaza cvasitotalitatea domeniului 
inconstientului si se preteaza la toate dihotomiile: psyche-soma, afect-pulsiune, viata-moarte, 
constient-inconstient“ 1 2 . Realitatea este o optiune a constientului. Limbajul corpului exprima 
metaforico-simbolic o aparare trecuta sub tacere pe care subiectul o dezvaluie astfel? Cu cat 
reprezentarea corporala se standardizeaza, cu atat cel ce vorbeste depre infatisarea sa 
exprimandu-si nemultumirea pentru oricare parte a corpului in oglinda, „imaginea corpului, 
incrucisandu-se in fiecare secunda cu schema corporala, substrat al fiintci noastre in lume“ 3 
demonstreaza un mecanism de aparare contra angoasei. „hnaginea corpului ca imagine de sine 


1 Friedrich. Nietzsche, Asa grait-a Zarathustra. O carte pentru toti p nici unul, trad. St A. Doina., Ed. Humanitas, 
Bucuresti, 1994, p. 90; 

2 Gisele Harrus Revidi, Psihologia simturilor, cap. Inchizitorul si istericul: de ce simturile sunt interzise, trad. Nicolae 
Balta, Ed. Trei, Bucuresti, 2008, p. 104; 

3 F. Dolto, apud. Gisele Harrus Revidi, op. cit., p. 105; 
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este pulsionala, tine de limbaj si se actualizeaza prin transfer" 4 , de unde si inocularea 
sentimentului de nesiguranta si patologiile donjuanismului, femme-fatale. In psihanaliza 
frumusetea si narcisismul nu sunt sinonime. 

Personajele Hortensiei Papadat Bengescu nu se pot elibera de sub jugul privirii in oglinda, 
este elementul esential care le umple singuratatea, dar care le si da un sentiment de autolilic. 
Tremolul senzatiilor nu se transmite doar celorlalte personaje (Lenora, Rin, Lina, Nory), dar si 
toposurilor, „aparent petrecea azi in trupul sau, drama vietii laolalta cu fiintele pe care le 
incorpora" 5 . Freud considera narcisismul o trasatura comuna tuturor oamenilor, iar Jung nota: 
„Cine se indreapta spre sine insusi risca sa se intalneasca cu sine insusi. Oglinda nu linguseste, 
ea il reflecta cu fidelitate pe cel care se uita in ea, acel chip pe care nu-1 aratam niciodata lumii, 
pentru ca il ascundem cu ajutorul persoanei - masca noastra de actori. Oglinda se afla insa 
dincolo de masca si arata adevaratul chip" 6 . Acest adevar il va constata si Nory care nu suporta 
sa se vada trup si suflet in oglinda. 

In prozele de inceput ale Hortensiei Papadat-Bengescu, oglinda este mai ales accesoriul 
femeii singure, care se acutizeaza, „iubirea de mine nu doare inima nimanui" 7 , fie ca este statica 
sau de buzunar, ea este „o lupa destinata autoscopiei si un reflector plimbat prin cenusiul 
evenimentelor dinafara" 8 , tot asa cum la Herta Muller, batista inlocuia „acuta singuratate a 
omului" 9 si ii conferea protectia materna necesara (discursul rostit la primirea Premiului Nobel 
pentru Literatura). Aimee este posesoarea unui Super Eu pe care-1 cultiva cu incrancenare acasa 
la ea totul straluceste, oglinzile si pozele cu ea sunt pretutindeni. „Trufia lui Aimee venea in 
cea mai mare parte din convingerea ca era frumoasa, convingere statornicita in fata oglinzii si 
intretinuta de admiratia colegelor de pension. O papusa fara de caracter, nici expresie in 
frumusete, dar perfecta si mai ales deosebita prin materialul intrebuintat de natura... o statueta 
pe care ochiul se oprea fara impresii, numai cu singura insufletire a enervarii provocate de 
imobilitatea unei fiinte totusi vii" 10 . Tot ce simte ea este doar incordarea propriei vointe 
contrariate, pana si „triunghiul acela subversiv al senzatiilor" 11 pregatit de surorile Persu special 
pentru ea si cochetaria incestuoasa cu Walter, totul e privit de catre personaj ca achitarea 
obligatorie a unei „dijme de compromisuri trupesti" 12 . 

De fapt, insusi subiectul intimitatii este un joc auctorial cu oglinzi, de dedublari, de 
complicitate cu tine insuti sau cu altcineva, eliberarea unui sine multiplu (al treilea eu freudian), 
un fel de luare in posesie, in care „extimul este structurat dupa modelul intimului" 13 , de unde si 
ideea sufletul reprezentat simbolic prin casa/spatiu. Astazi este cu atat mai dificil ca scriitor sa 
reusesti sa pastrezi distanta intre replierea interioara din autofictiune si derapajele spre 
paraliteratura prin fonne radical auctoriale schizoidale (vezi cazul Romain Gary care, sub 
pseudonimul de Emile Ajar, a luat de doua ori premiul Goncourt cu romanul La vie devant soi). 
Intimitatea este o alegere estetica, simbolica, e incarcata de traire si acesta este marele paradox al 
mediatizarii ei excesive, deoarece exteriorul a fost deja prelucrat, elaborat in raport cu alteritatea 


4 idem, p. 107; 

5 Hortensia Papadat Bengescu, Fecioarele despletite, ed. Tngrijita de Gh. Radu, prefata de Eugenia Tudor, Ed. pt. Lit., 
Bucuresti, 1966, p. 154; 

6 C.G. Jung, Opere complete 1. Arhetipurile $i incon.pientul colectiv, Ed Trei, Bucuresti, 2003, p. 29; 

7 Vraja, Stanciu Mihaela, Hortensia Papadat Bengescu in oglinda prozei de tinerefe, Ed. Pro Universitaria, Bucuresti, 

2015, p. 127; 

8 Corina Ciocarlie, Femei in fata oglinzii , Ed. Echinox, Cluj-Napoca, 1998, p. 28; 

9 Caiet. Herta Muller la Bucuresti, 27-28 sept. 2010, Ed. Humanitas Fiction si Centrul de carte germana, 2010, p. 5-20; 

10 Papadat Bengescu, Hortensia, Opere, Academia Romana, Fundatia Nationals pentru Stiinta si Arta, editie, note si 
comentarii de Gabriela Omat, studiu introductiv de Eugen Simion, Bucuresti, 2012, p. 864; 

“Idem, p. 1029; 

12 Idem, p. 1033; 

13 Gaston Bachelard, Lapoetique de I’espace, Presse Universitaire de France, Paris, 2007, p. 23; 
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si adaptat la scara persoanei unice si irepetabile, eliminandu-se „violenta exterioritatii, a 
obiectivitatii, a adevarului" 14 . 

Pentru Hortensia Papadat Bengescu, alegerea estetica de supralicitare a subiectivitatii a 
fost, pe langa o constants temperamentala, un true ce i-a asigurat acreditarea in lumea literara 
dominata de barbati, „o deghizare pasionata" 15 , o problema de fiziologie pe care o intoarce 
prelungit pe toate partile, dand falsa impresie ca „din doua subiectivitati ar rezulta deplina 
obiectivitate“ 16 . 

2. Trupul sufletesc sau interpretarea psihanalitica a literaturii 

Cum va scrie Merleau-Ponty dupa ce, in 1933, Freud bulversase teoriile despre 
instantele eului, „odata cu psihanaliza, spiritul trece in corp, si invers, corpul trece in spirit" 17 . 
„Sunt corp si suflet - asa vorbeste un copil. De ce sa nu vorbim si noi asemenea copiilor?" 18 . 
Pare cea mai veche dilema literara, perioade de rocade continue care proclamau succesiv 
suprematia unuia sau altuia, de fiecare data primite cu surprindere, desi nu faceau decat sa 
reafirme teorii milenare. Dupa Freud si Nietzsche in modernitate, a venit iarasi randul teoriilor 
New Age, a spiritului atotputernic, a capacitatii mentalului de a domina fizicul, spirit deasupra 
materiei (despre care cugeta Lucian si Vlad), a motivatiei cu puterea ei transformatoare de fizic, 
boala, destin, chiar de prelungire a vietii; a teoriilor prin regresie hipnotica ce pot modifica 
trupul si organele sale, era divinatiei si a ingerilor, ce readuc intrucatva teoriile orientale despre 
levitatie si pregatesc spiritul pentru nemurire, era spiritualitatii care poarta de timpuriu, ab nuce 
chiar, stigmatul bolilor, era astrologilor si a vindecatorilor. Din nou, trupul poate sa nu conteze, 
cu o atitudine potrivita, nu de ignorare, ci de iubire si acceptare ab initio a unui hamasament/a 
unei carcase care-si joaca propriul rol de calire a sufletului. 

Inadecvarea corp-sensibilitate sau acea „galceava a sufletului cu trupul", aceasta 
subsubstanta a viului sensibil, poarta diferite denumiri in domeniile umaniste: minte corporala, 
inconstient - in psihologie, Sfantul Duh - in teologie, fondul deschis al fiintei - in budism, flux 
magnetic - in neurobiologie. Inainte de a fi bolnave, personajele se lupta cu o anestezie a eului 
interior care-si cere drepturile. Personajele Hortensiei Papadat Bengescu sunt atat de 
descarnate, „personajul e transparent, trecem cu privirea prin el fara sa-i vedem chipul" 19 , incat 
se vede lejer trupul sufletesc, pentru ele lumea este o proiectie „Singura realitate de care au 
cunostinta este sufletul lor facut sensibil, corporalizat" 20 . Vazut drept „ultima frontiera a 
postmodernitatii, sufletul, ca proiectie a codurilor, pattemurilor socio-culturale si a corpului" 21 
a fost cand delimitat clar de corp, cand confundat cu acesta. Antonio R. Damasio, seful 
Departamentului de Neurologie al Universitatii din Iowa, respinge teoriile darwiniste, intr-o 
analiza clinica a corporalitatii, afinnand ca nu poate exista o demarcatie intre corpul de carne 
si sange si „sufletul eterat" 22 . 

Sufletul, motorul corpului cazut ontologic, boala ca pacat anticipat, „trupul care ne 
robeste si ne inchide ratiunea, care are viata in posesiune" 23 au fost ridicate de catre stoici la 


14 Jean Baudrillard, La sphere enchantee del’intime, in Autrement nr. 81, 1986, p. 15; 

15 Tudor Vianu, Hortensia Papadat Bengescu, Sburatorul, an II, nr. 23, 30 oct. 1920, in Scriitori romani ai sec. XX, Ed. 
Minerva, Bucuresti, 1979, p. 216; 

16 Sora, Simona, Regasirea intimitatii, Ed. Cartea Romaneasca, Bucuresti, 2008, p. 89; 

17 M. Merleau-Ponty, Signes, Gallimard, Paris, 2001, p. 290, in Simona Sora, op. cit., p. 82; 

18 Friedrich Nietzsche, op. cit., p. 89; 

19 Dana Dumitriu, Ambasadorii sau despre realismulpsihologie, Ed. Cartea Romaneasca, Bucuresti, 1976, p. 194-195; 

20 Nicolae Manolescu, Area lui Noe, vol. II, Ed. Minerva, Bucuresti, 1981, p. 11; 

21 Andrei Bodiu, Georgeta Moarcas, Trupul $i litera. Explorari critice in biografia $i opera lui Gh. Craciun, Ed Casa 
Cartii de Stiinta, Cluj-Napoca, 2012, p. 57; 

22 Antonio R Damasio, Eroarea lui Descartes. Emotiile $i creierul uman, trad. Irina Tanasescu, Ed. Humanitas, Bucuresti, 
2004, apud Simona Sora, p. 44; 

23 Marc Richir, Le corps. Essai sur l ’interiorite, Hatier (Optiques Philosophie), Paris, 1993, p. 44; 
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rang de cultura, mergand pana la identificarea perfecta a celor doua componente, pana la 
puritanica teorie a corporalitatii sufletului. Damasio, Diogenes Laertios, Epicur, Lucretiu 
dovedesc un naturalism avant la lettre, ii preced lui Descartes care da prima definitie metodica 
a dualismului suflet-trup, gasind glanda pineala drept punct de contact intre cele doua. Astfel 
va lua nastere conceptul de corp trait, metafora anatomica ce va influenta toata fenomenologia 
modema si postmodema la care se raportau stiintele umaniste, definitiv bulversate de catre 
Nietzsche. Acel punct de contact al sufletului cu fizicul, in care vrem sa ne fixam Eul, s-ar putea 
sa fie un loc gol, iar actualizarea literara a acestei comuniuni este de fapt criza existentiala, 
punct de intersectie pentru numeroase zone umaniste. Este o concluzie a fenomenologului- 
psihiatru Lopez Ibor care, pe urmele maestrului sau Ortega y Gasset, crede ca „eul are un 
caracter executiv“ 24 si se fixeaza pe traiectoria unui destin necesar, cum de altfel si Unamuno 
si Alfred de Vigny apreciasera anterior. 

Hortensia Papadat Bengescu, in tot ciclul Hallipilor, pare a respinge cu desavarsire 
solutia armonizarii trupului cu sufletul, distrugand la toate personajele suportul material, dintr- 
o nevroza de generatie, un soi de alienare sociala, care face imposibila comunicarea dintre 
corpul interior si exterior, cu atat mai mult trairea intr-un corp unificat unde sa-si auda 
intimitatea. Trupul sufletesc din romanele Hortensiei Papadat Bengescu corespunde 
conceptului jamesian al „mintii corporale“ 25 , numita si constiinta continua, ce surprinde clinic 
rupturile interioare si care se opune net inconstientului psihanalizei. Chiar si cei mai inteligenti 
(Elena Draganescu), care incearca o armonizare a celor doua coordonate, incercand sa-si asculte 
eul, sfarsesc dramatic. Preluand ideea interpretarii psihanalitice a literaturii, ingenios fonnulata 
de Charles Mauron, Ov. S. Crohmalniceanu face exercitiul suprapunerii textelor pentru a le gasi 
similitudini, fara a „traduce in simboluri, silind sa se manifeste intr-o forma identificabila 
precis, eul profund“ 26 plecand de la notiunea de fecioara despletita (in romane, proze vechi si 
poezii in franceza), devenita o expresie emblematica prin utilizarea ca titlu si considerate 
„oximoronica, al doilea tennen ambiguizandu-1 pe primul pana la anulare“ 27 . 

A spune brusc, dupa Primul Razboi Mondial, ca sufletul e trupul putea destabiliza 
intreaga zona umanista, iar tema a insemnat descentralizarea personajului, schimbarea 
tehnicilor narative, convertirea psihologismului in analiza psihofiziologica cu accent pe 
autenticitatea trairii, pe senzatie, „evocarea cu mijloace analitice, dar si senzoriale“ 28 . Doctorul 
Walter recomanda somnul (tot asa cum Wagner practica hidroterapia pentru nevrozele lui), 
ingrijirea bunei-dispozitii, reinvierea cochetariei, gimnastica, insa functiile vietii par mai 
complicate de atat. Mini „nici ea nu despartea sufletul de trup, cum nu despartea panza aceea 
de paianjen a aparatului nervos de carne si de muschi. Credea totusi intr-un alt trup separat, 
sufletesc. Ce fel? In jurul acelor fire tentaculare, ale nervilor, functia lor crea o substanta inca 
impalpabila, dar care se va dovedi. Acea substanta emanata de sensibilitate lua forme diferite 
la feluritele fiinte si compunea astfel un organism“ 29 . Suntem in definitiv un ghem de came 
rasucit pe un miez de suflet, de care moartea ne desparte definitiv, total. 

3. Senzorialitatea ca primat al limbajului. Fundamentare stiintifica 30 

Analiza senzoriala este, practic, la fel de veche ca insasi omenirea, insa progresele din 
domeniile fizicii, chimiei, microbiologiei, biochimiei, histologiei, tehnologiei, merceologiei si 


24 Juan Jose Lopez Ibor, El descubrimiento de la intimidad y otros ensayos, Coleccion Austral, Espasa-Calpe, Madrid, 
1952, p. 38; 

25 William James, The Priciples of Psychology, Harvard University Press, Cambridge, 1981, in Simona Sora, Regasirea 
intimitatii p. 92-93; 

26 Ov.S.Crohmalniceanu, Cinciprozatori in cincifeluri de lectura, Cartea Romaneasca, Bucuresti, 1984, p. 160; 

27 Elena Zaharia Filipas, Studii de literatura feminina, Paideia, Bucuresti, 2004, p. 44; 

28 Tudor Vianu, Artaprozatorilor romani, vol II, Ed. pt. Lit., Bucuresti, 1966, p. 209; 

29 Hortensia Papadat Bengescu, Fecioarele despletite, pref. Eugenia Tudor, Ed. pt Lit, Buc, 1966, p. 188; 

30 Dr. St. Med Vet. Valentin Necula, Analiza senzoriala a ali?nentelor, nota de curs, Univ. Transilvania din Brasov, 
Facultatea de alimentatie si turism, Brasov, 2010, p. 2-22. 
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din alte domenii ale stiintei si tehnicii au dus la revigorarea interesului acordat senzorialitStii. 
CercetSrile sistematice din ultimele decenii in domeniul senzorialitatii au condus la acumularea 
unui bogat material privind modul de aplicare a analizei senzoriale in tehnica narativS si 
descrierea /intuirea reactiilor sensibile. Examinarea fScutS cu ajutorul organelor de simt (vSz, 
auz, miros, gust, tactil) si a celor extrasenzoriale (intuitia), urmatS de o apreciere a impresiilor 
senzoriale inregistrate, garanteazS o mai buna receptare a operei literare, a emotiilor si pare fi 
o coordonatS dominants a scrierii feminine. Simturile participante la analiza senzorialS conduc 
la inregistrarea cantitativS si la interpretarea cerebrals a impresiilor, precum si la compararea 
lor cu alte impresii analoage. Acest proces, in special fiziologic, poate fi redat destul de obiectiv 
si exact in stadiul actual al metodelor de examinare senzoriala si ii ajutS pe manuitorii 
condeiului sS sugereze sau sS exprime mai bine emotiile. 

Impresia senzoriala este rezultatul unor etape fiziologice si psihologice: a receptiona (a 
percepe), a deveni constient (a recunoaste), a compara (a ordona), a pSstra (a retine), a reda (a 
descrie), a aprecia (a evalua). ProprietStile senzoriale (aspect, culoare, gust, consistent) 
constituie primul „buletin de analizS“ la indemana oricui, deoarece primul contact cu lumea se 
realizeazS pe cale senzoriala si, in consecintS, proprietatile senzoriale detin un rol primordial in 
selectare si decizie. Notiunea de sensibilitate senzoriala desemneazS capacitatea de a percepe 
stimulii veniti din mediul extern sau intern si a-i transforma in senzatii. 

Analiza senzoriala are la baza capacitatea organelor de simt de a analiza senzatiile 
percepute, senzatii ce incep in organele de simt si se terminS in scoarta emisferelor cerebrale; 
intregul sistem care participS la analiza senzatiilor este denumit analizor. PSrtile receptoare 
initiale ale organelor de simt percep un anumit fel de energie pe care o transforma intr-o anumitS 
excitatie nervoasS; aceastS excitatie este transmisS de partile conducStoare prin anumite cSi in 
partile centrale ale emisferelor cerebrale unde se transforma in senzatie. Indiferent de natura 
analizatorului care este „utilizat“, perceptia senzatiilor se face avand la baza componentele 
arcului reflex, reprezentate de: stimul—^receptor—>centru de comanda—> organ efector. 
Simturile, senzatiile participante la analiza senzoriala conduc la inregistrarea cantitativa si la 
interpretarea cerebrala a impresiilor, precum si la compararea lor cu alte impresii analoage. 

Simturile sunt subsisteme fiziologice receptoare care fac posibilS react) a la anumite 
categorii de stimuli din lumea exterioarS sau din interiorul organismului. Organele de simt 
reprezintS sistemele fiziologice periferice ale recepfiei senzoriale. Acestea, impreunS cu cSile 
nervoase §i terminafia lor in scoarta cerebrala, reprezinta un sistem anatomo-fiziologic unitar 
denumit de Pavlov analizator. Cele cinci simturi sunt vSzul, auzul, mirosul, gustul si simful 
tactil. Acestea oferS varietatea inconjuratoare in cinci moduri de contact fara a reprezenta insa 
§i con§tientizarea acjiunii diver§ilor stimuli externi sau intemi. Cea mai simpla §i totodata prima 
forma de comunicare informational a cu lumea externa o constituie reccptia senzoriala. Primul 
produs psihic al rccepjici senzoriale este scnzajia. Daca am ramane la faza receptici senzoriale, 
fara atributul con§tientizarii, nu ne-am putea desprinde din lumea animala. Senzafiile se 
caracterizeaza printr-o serie de cal itap pe baza carora le putem identifica, compara, analiza, 
interpreta. La baza scnzatiei se afla o proprietate functionala speciala a organismelor animale, 
sensibilitatea. Sensibilitatea este functia unor celule numite receptori care apar §i se 
difcrcnpaza treptat in cursul cvolujici regnului animal §i se exercita ca funcfie a unui aparat 
specific denumit sistem de integrare senzoriala sau analizator, acea „casa de simtiri“. 

Putem concluziona ca, desi functia principals a senzatiilor este cea biologica, in form alia 
pe care ne-o furnizeaza ele se include §i ca o components a experienfei cognitive, facilitand 
difcrenticrea §i identificarea substanfelor §i obiectelor. 

4. Triunghiul subversiv al senzatiilor. Emotia-conditia limbajului 

Psihanaliza simturilor a fost intemeiatS pe enigma corpurilor, a motricitStii si miscSrii 
simbolice, apoi s-a indepSrtat nepermis de mult de aceasta. Tolstoi afirma in jurnalul ultimilor 
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ani (29 octombrie) ca „simtul de baza este cel tactil, vazul, auzul, mirosul, gustul ii sunt 
subordonate“ si lua in ras seriozitatea materialistilor care incercau sa judece lumea, viata insasi 
prin termenii corporali legand-o de ceea ce ni se prezinta ca trup: ..Am cinci simturi: vazul, 
auzul, mirosul, gustul, pipaitul. Bun. Lumea e conditional de acest simt fundamental al 
pipaitului, comun tuturor oamenilor si tuturor fiintelor. Bun. Eu, ca om, testez simtul vazului, 
auzului, dar asta nu e tot, pot sa ma intreb ce simt acum prin vaz, pipait, miros sau gust? In plus, 
pot testa simtul insusi in constiinta acestui simt, adica pot transfera constiinta asupra unui simt 
sau altuia. Mai mult, gandesc, pot sa ma intreb, la ce ma gandesc? Cine este cel care are 
constiinta si intreaba? Nu e un simt, si nu e o idee, e constiinta vietii. Dar pot sa ma intreb ce 
este constiinta? Si sa am constiinta constiintei? Nu. Prin urmare asta e temeiul a ceea ce numim 
viata. Iar viata ce e? Ce numim viata, desi se leaga de ceea ce ni se prezinta ca trup, nu poate fi 
explicate nicidecum in termeni corporali“ 31 . Papadat Bengescu marturisea: „Ce scriu, ce cuget 
nu e in principal idei si sentimente, ci senzatia lor, de aici chinul, dorinta de a reda nu descrierea 
senzatiei, ci senzatia insasi“ 32 . Si ea, ca Wagner, credea ca principalul scop al artei este sa 
impartaseasca simturilor tot ce are de spus, folosindu-se de tehnica motivelor structural 
sugestive, transformand opera in aluzii, introspectii si dezvaluiri psihice. 

Noutatea ideii corporate la Hortensia Papadat Bengescu o surprinde cel mai bine Gh. 
Craciun: „De ce obsesia asta a literaturii de a reda senzatia insasi cum isi propunea undeva 
Hortensia Papadat Bengescu? De ce dorinta de a te intoarce in locul unde ai plecat, la trup? Pur 
si simplu pentru a arata ca limbajul poate sa inlocuiasca trupul? Omul nu-si poate suporta 
singuratatea constienta a propriei prezente in lume. Cred ca asta e explicatia. Literatura nu e o 
forma de cunoastere, ci una de recunoastere. Prin ea ne recunoastem pe noi ca indivizi, prin ea 
recunoastem o lume care ajunge la noi prin simturi si gandire. Or, aceste procese, perceptia si 
intelectia nu lasa urme, nu poarta cu ele semne exterioare. Ele nu au nevoie de propria lor 
adeverire. Scrisul le poate adeveri“ 33 . 

Cand ne nastem, ne aflam in afara fonemului si mascam golul cu tipete, ca manifestare 
fiziologica a suferintei la senzatia de foame. Apoi, paradoxal, prima afirmatie in calitate de 
sugari, este negatie (intoarcerea capului la refuzul hranei), apoi vine necesitatea umplerii acestui 
gol prin cuvinte „prima paradigma a introiectiei“ 34 . Asadar, senzorialul se afla sub primatul 
limbajului si se decodifica printr-un limbaj afectiv (mama-copil); primul pas al gandirii este 
ganditul cu gura, caci in gura „se articuleaza cuvintele gustului cu gustul cuvintelor“ 35 . Si astfel, 
sub primatul discursului adult, se decodifica lumea senzoriala infantila, fiind vorba de o 
detumare senzoriala, orice senzatie transmisa creierului devine perceptie sub influenta. 
Numerosi clinicieni au stabilit deja ca orice perceptie presupune aperceptia, primele perceptii 
din viata noastra sunt referitoare la celalalt. Piera Auglanier, Stem si Spitz precizeaza ca 
„perceptia se invata, se coordoneaza, se integreaza, se sintetizeaza datorita fluxurilor si 
refluxurilor neincetate si inconsistente ale relatiilor obiectuale cu celalalt, indeosebi cu 
mama“ 36 . De aceea, uneori, distorsiunea dintre corporal si psihic face ca psihosoma sa se revolte 
din nostalgia unui vis al unitatii. Apare astfel „negarea, care nu este o recunoastere-acceptare a 
refularii“ 37 . Problema nu se mai pune daca ceva perceput trebuie admis sau nu in Eu, ci daca 


31 Lev Tolstoi, Despre Dumnezeu $i om, din jumalul ultimilor ani (1907-1910), Ed Humanitas, Buc, 2001, p. 164-165; 

32 Scrisori catre Ibraileanu, p. 45-46, edi(ie ingrijita de M.Bordeianu, Gr.Botez, I.Lazarescu, Dan Manuca §i Al.Teodorescu, 
cu prefa(a de Al.Dima ?i N.I.Popa, E.P.L, Bucure§ti, 1966, scrisoare din 10 octombrie 1914; 

33 Gh. Craciun, Trupul $tie mai mult. Fals jurnal la Puppa Russa 1993-2000, Ed. Paralela 45, Pitesti, 2006, p. 96; 

34 N. Abraham, M. Torok, Deuil ou melancolie. Introjecter- incorporer, in L ’Ecorce et le Noyau, Paris, Aubier- 
Flammarion, 1978, in Gisele Harrus-Revidi, Psihanaliza simturilor. Editions. Payot& Rivages, Paris, 2000 trad. Nicolae 
Balta, Ed. Trei, Bucuresti, 2008, p. 37; 

35 Gisele Harrus-Revidi, op.cit., p. 37; 

36 R. Spitz, De la naissance a la parole, Paris, PUF, 1968, in Gisele Harrus-Revidi, op. cit. p. 86; 

37 S. Freud, La Negation 1925 in Resultats, idees, problemes, Paris, 1985, in Gisele Harrus-Revidi, op. cit., p. 43; 
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reprezentarea poate fi gasita in perceptia realitatii si se va cauta cineva din afara, un susbtituent 
care sa confirmc realitatea perceptiei. 

Doctorul Walter este asezat in tipare de catre Aimee, dupa un scurt intermezzo senzitiv 
(acele aventuri epidemiice cu Salema, Lenora si Hilda): „Temperamentul lui cerebral suporta 
anevoie interventiile rare ale senzatiei, care erau pentru el un malaise. Invazia senzatiei in 
armatura ideilor era ca o ciocnire, ca un circuit. Aimee reusise, prin neprevazutul acelei scene, 
sa-i dea o comotie din cele mari“ 38 . In alt fel reactioneaza Lenora la abstinenta senzoriala, isi 
doreste durerea, care-i este refuzata de doctorul Walter, si el bolnav. Cancerul ei uterin poate fi 
pus psihologic in directa legatura cu frustrarea erotic-existentiala, asa cum doar nimfomana 
Madona, in Radacini, va mai patimi de aceasta neputinta, dar in mod isteric, viu. „Oprita astfel 
de la ravagii violente, distrugerea se facea latent, chinurile erau suprimate, dar le inlocuia o 
dispozitie morbida care incarcera tot organismul. Trupul acela condamnat nu simtea altfel nici 
energiile unor dureri care-1 puteau usura prin moarte si nici nadejdea unei vindecari. Peripetiile 
luptei dintre organism si flagel erau impiedicate, puterile de atac erau reduse la neputinta, cele 
de rezistenta insa nu existau nici ele“ 39 . 
a) Olfactia 

Mirosul era, pana la sfarsitul secolului al XVIII-lea, o caracteristica a fortei vitale a materiei, 
iar oamenii se impacau bine cu propriile mirosuri corporale. De fapt, mefitismul este o straveche 
parte a teoriei medicale care permitea stabilirea diagnosticului dupa variatii ale mirosului la 
diferite varste, organe, umori. Bolile in sine, mai ales speciile morbide, erau repertoriate pana 
la inceputul secolului al XlX-lea dupa un bilant/calcul olfactiv, astfel ca mirosul bolnavului 
permitea medicului „sa puna diagnosticul si prognosticul“ 40 . Indivizii acelor epoci isi asumau 
intersectarile odorante, calitatile intrinseci ale mirosurilor proveneau dintr-o codificare strict 
prestabilita, care pe medic il introducea in patologia pacientului, iar pentru subiect ea nu capata 
interes decat ca patologie a perversiunii. Freud considera diminuarea olfactiei drept factorul 
fondator al grupului social si al civilizatiei prin importanta data perceptiilor vizuale. „Odata cu 
deprecierea perceptiilor olfactive, ... a dus la preponderenta perceptiilor vizuale... la 
continuitatea excitatiei sexuale, la intemeiera familiei si, in acest fel, la pragul civilizatiei 
umane“ 41 . Pudicul secol XIX va considera olfactia o deviatie sexuala, fetisism, mirosurile 
corporale fiind considerate perverse. 

in literatura, insa, Rabelais, Balzac, Zola, Dali se foloseau de aceste perceptii pentru a 
integra personajele intr-un grup social, „mirosul nu era numai boala, ci si locul unde se incheia 
tragismul vietii - spitalul“ 42 , mirosul saracilor, mirosul de murdarie, constituia prin insasi 
prezenta sa grupul social (ca si in poemul lui Arthur Rimbaud Les pauvres a I’eglise). Exista 
un miros al angoasei, al fricii, un erotism olfactiv, un miros ereditar, un fel de a-si marca corpul, 
un refuz inconstient al libidoului, o protectie, un semn corporal care moduleaza si completeaza 
sensul discursului, mirosul este dragoste, este ura, toate acestea neputand fi ignorate. A-ti iubi 
corpul inseamna a-ti iubi mirosul, de aici pana la narcisism si perversiune, linia de demarcatie 
e foarte subtire, deoarece „mirosul este incestul“ 43 . Este valabil si pentru cei care se mascheaza 
in spatele unui parfum puternic. Narcisismul avandu-si radacinile in inconstientul cel mai 
indepartat, folosirea unui „parfum care are corp le confera deseori un corp celor care nu il au“ 44 . 
Desi deseori negat, mirosul este, in mod inconstient, cel mai puternic in comunicarea umana, 
nicio relatie nu este posibila cand exista refuzul mirosului celuilalt. Cel mai mare dezacord al 


38 Hortensia Papadat Bengescu, Drumul ascuns, ed. Jngrijita de Gh. Radu, Ed. pentru Literatura, Bucuresti, 1966, p. 55-56; 

39 Hortensia Papadat Bengescu, Drumul ascuns. ..Gh Radu, ed. cit., p. 229; 

40 A. Corbin, Le miasme et la Jonquille, Paris, Aubier, 1982, in Gisele Harrus-Revidi, op. cit., p. 55; 

41 S. Freud, Malaise dans la civilisation, 1930, Paris. PUF, 1971, nota 1, p 50; 

42 Michel Foucault, Maissance de la clinique, Paris, PUF, 1963, in Gisele Harms, op. cit., p 56; 

43 F. Dolto, Fragrances in Sorcieres nr. 5, Ed Albatros, in Gisele Harrus-Revidi, op. cit., p 58; 

44 Idem, p. 64; 
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psihanalizei, dintre Freud si Fliess, a pornit tot de la nas. „Mirosul este argumentul curent al 
tuturor formelor de rasism, al tuturor xenofobiilor, mirosul este Celalalt, Inamicul, Strainul“ 45 , 
perceptia olfactiva este cea mai violenta, poate de aceea ea a fost inlocuita in era noastra cu 
audio-vizualul. Sa nu omitem nici celebra carte Arta de a trageparturi a lui Salvador Dali, care 
urmareste istoricul flatulatiei, analizeaza, clasifica si da exemple concrete de texte care au fost 
inspirate de simtul olfactiv, incepand cu Horatiu. 

b) Vizualul narcisist si cromatica. Viziune si gandire. Imaginea de sine 

Tema frumusetii si a reflexiei in oglinda, discursul senzorial preponderent sau in 
intregime vizual (ca in cazul personajului Coca-Aimee, constienta de propria frumusete si 
tocmai de aceea tinzand sa se supraevalueze) este, dupa cum s-a aratat anterior, legat de 
narcisism si avatarurile lui sau de conceptul de imagine a corpului, care-si are radacinile in 
copilarie. Pentru copil, faptul de a fi frumos este produsul unui discurs pozitiv despre corpul 
sau, pentru ca apoi grupul relatiilor si reprezentarea sociala pe care o vehiculeaza sa nu modifice 
decat aspectul constient al imaginii de sine, realitatea fiind, asadar, o optiune a constientului. 
„Realitatea este cea care in psihic functioneaza ca un corp strain, adica realitatea 
inconstientului, in masura in care nu poti spune despre ea altceva decat: e un corp strain” 46 . 
Persoanele care se supraevalueaza simt, prin nevoia de seductie, sa infmne discursul parintesc, 
parasind locurile familiale si cautand alte realitati in care sa testeze coerenta perceptiei pe care 
o au ceilalti despre ei, umilindu-i constant cu iesiri violente si despartire. 

c) Tactilul sau sensibilitatea corporala 

Cand intre procesul-psihic si limbajul corporal nu exista diferente, vorbim de o 
insesibilitate morala fata de lume, corpul devine propriul limbaj si atat de tare se fortifica acest 
refuz, incat nici boala nu se mai instaleaza ca sa-i redea corpului sensibilitatea. Limbajul este 
corp subtil, cuvintele sunt luate din toate imaginile corporale, in lipsa acestuia, el va trece 
simbolic in materialitatea corporala. Pentru un scriitor preocupat de „ereziile spontaneitatii 
senzoriale” 47 este important sa descopere fonnula dupa care sa poata exprima cat mai fidel 
simultaneitatea senzoriala a trupului in liniaritatea textului literar. Este acea metafora a 
„Corpului fara organe“ teoretizata de Gilles Deleuze si Guattari in Mille plateaux, si celebrul 
lor indemn; „Descoperiti-va trupul fara organe. Descoperiti un mod de a-1 construi“. Carmen 
Musat asemuieste aceasta teorie rizomica a corporalitatii in acelasi timp materiale si lipsite de 
materialitate organica a corpului fizic, o asemuieste cu ceea ce fac prozatorii postmoderni in 
romanele lor, o fictiune autogenerativa, „textul ca trap si trupul ca text“ 48 . 

Senzorialul se afla, asadar, sub primatul limbajului si se decodifica printr-unul afectiv, 
emotia fiind, de fapt, o conditie a limbajului, a notionalitatii. Conditiile imaginatiei sunt tot 
afectivitatea si emotivitatea. Cand e ceva diacronic. Vorbind, nu avem insa numai o emotie, 
poate sa fie si un sentiment, daca, dupa un timp, ne amintim de cineva anume. Sentimentul este 
istoria unei emotii, este o emotie dezvoltata diacronic, in timp, durabila si axata pe un obiect. 
Pentru ca, altfel, daca avem o emotie si nu o asociem cu nimic, aceasta nu are expresie si n-are 
verbalizare. Cel mai bine explica acest fenomen doctoral psiholog Aurel Romila intr-un 
interviu in Dilema veche. „Imaginatia nu este totul la om, ci numai o functie, care nu e vitala, 
asa cum este cunoasterea, dar a existat dintotdeauna. Cel mai bine este sa ai un amestec intre 
rational si imaginaral care exprima afectivul si inconstientul unui om. Daca doi poeti nu 
seamana, asta nu se intimpla numai pentru ca Nichita Stanescu are cuvintele lui si altul are 


45 Idem, p. 68; 

46 J. Laplanche, La transcendance du transfert, in Psychanalyse a I’Universite, vol 9, nr 35, iunie 1984, in Gisele Harras- 
Revidi, op. cit., p. 187; 

47 Elena Cristea Stefarca, Scripia (i)manent, in Trup $i litera, ed. cit, p. 225 

48 Carmen Musat, Strategiile subversiunii. Incursiuni inprozapostmoderna, Cartea Romaneasca, Bucuresti, 2008, p. 170- 
171; 
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altceva. Diferenta este mult mai profunda, este legata de inconstientul lor, de tendintele lor cele 
mai adinci. Acestea difera. In orice caz, creatorul nu se mai simte bine in real, el trebuie sa 
creeze ceva in imaginar. Acolo isi gaseste Uinta si libertatea. Ca sa ajungi la imaginatie, esti 
evoluat, ai propriul limbaj, bine articulat. Fara limbaj nu se poate. Prima notiune in sistemul 
psihicului este reactivitatea. Simtim, cu toate simturile. A doua notiune este sa fii impresionat. 
Ai atunci o emotie, care poate sa fie pozitiva sau negativa. Exista ceva, insa, pe care nici o 
discipline nu o stie, care nu este foarte logica, dar care a devenit un fel de filozofie a lui Hegel: 
in Povestiri despre om, asa cum le-a conceput Noica despre fenomenologia lui Hegel, el a trecut 
de la emotie, prin toate treptele, pina la spirit. Dupa emotie, se face deodata un salt. Si in 
psihologie, si in filozofie, este admis ceea ce altadata se numea saltul dialectic. Unul dintre ele 
este de la emotie la limbaj, apoi la limbajul notional, la gandire, la imaginatie. Cand faci 
dezvoltarea omului si ontogenia, pornind de la emotie, ajungi in mod natural la gandire. Nu se 
poate concepe asa ceva fara o baza emotionala. Vointa, scopurile sunt pomite din impulsuri 
emotionale, pe care marii teoreticieni le-au redus. De pilda, Freud le-a redus la libido. Altii 
vorbesc despre energie. Nu e de discutat, insa, in afara emotiei. De altfel, prima oara cand am 
citit, am fost nedumerit sa gasesc la Heidegger un prim capital despre dispozitie“ 49 . 

Nu suntem deloc surprinsi sa intalnim termenii de specialitate ai senzorialitatii in scrierile 
Hortensiei Papadat Bengescu, cu o rigoare si exactitate tipica. Nimeni n-a descris in romane§te 
mai adanc simtamintele asa cum a facut-o Hortensia Papadat Bengescu. Poate de aceea primul 
diagnostic ce i s-a dat pentru perioada de inceput a literaturii ei a fost cea de scriitura feminina 
§i chiar feminists, gre§it inteleasa. Ea a dovedit doar ca senzorialul se afla sub primatul 
limbajului care, odata decodificat duce la acest gen de deturnare, numita senzorial. Ea a fost 
doar preocupata de limbajul ca orice corpus sensibil si i-a relevat aceasta spontaneitate 
senzoriala intrinseca ce duce uneori la erezie. 
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Abstract: The archivistic catalogue represents a complex paper and at the same time an 
informational tool that allows a well-defined systematization of the funds and collections which 
are a component part of the archive, facilitating the access to the documents as well as their 
use within ulterior researches. Along with the other informational tools, the archivistic 
catalogue aims to be a good starting point for using the archives, its modality of constitution 
meeting both the exigences of the researchers as well as the interests of the large public. 
Adopting an unitary work system through the careful study of the documents and the selection 
of the pieces of information included is meant to guarantee the acuracy of the archivistic 
catalogue and to emphasize the scientific value of such a work. 

Keywords: archives, informational tools, documents ’ catalogue, scientific apparatus, funds ’ 
systematization 


Notiunca de “arhiva” desemneaza in sens larg atat spatiul de depozitare propriu-zis al 
documentelor, cat si totalitatea inscrisurilor ce se pastreaza intr-un anumit loc. Stricto sensu, 
arhiva reprezinta adunarea ordonata intr-un spapu special amenajat a oricarui tip de inscrisuri 
pe material subiacent (papirus, pergament, hartie), care rezulta din activitatea institupilor sau 
indivizilor §i care sunt pastrate cu scopul de a face cunoscute cvolupilc materiale §i spirituale 
atat ale creatorilor, cat §i ale socictapi contemporane lor 1 . 

Arhivele nu constituie nicidecum simple depozite de documente, ci ele reprezinta §i 
spapi destinate cercetarii stiinpficc si popularizarii materialului documentar publicului larg; 
astfel, pe langa atribupa lor principals de a prelua, pastra, prelucra si valorifica din punct de 
vedere §tiinfific documentele relative la istoria si cultura naponala, institupa Arhivelor mai are 
§i menirea de a pune la dispozipa solicitanplor documentele care privesc interesele acestora 2 . 
In general se porneste de la premisa ca orice document a fost elaborat dintr-o necesitate practica 
de natura politica, juridica, administrative, financiara, comerciala sau culturala, prin urmare este 
normal ca arhivele, institupi pastratoare de documente, sa puna la indemana solicitanplor 
materialele necesare. Aceste idei sunt validate o data in plus de Legea Arhivelor Naponale din 


1 Aurelian Sacerdoteanu, Arhivistica, Editura Didactica Pedagogica, Bucure§ti, 1971, p. 12; vezi §i Marin Radu Mocanu, 
Arhivele §i cultura, Editura Ministerului de Interne, Bucure§ti, 1998, p. 3. 

2 Alexandra Duja, .^Arhivele in slujba publicului”, in Revista Arhivelor (in continuare RA), nr. 4, Bucure§ti, 1991, p. 543; 
Tudor Ratoi, “Activitatea arhivistica din Romania intre cantitate §i calitate”, in RA, Bucure§ti, 2006, p. 11. 
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2 aprilie 1996, printre atribujiilc institujiei Arhivelor numarandu-se si elaborarea §i editarea 
“Revistei Arhivelor”, dar si a altor publicajii de specialitate, “ destinate informarii p sprijinirii 
cercetarii pi ini if Ice, precum p punerii in valoare a documentelor care fac parte din Fondul 
Arhivistic National al RomanieV ’ 3 . 

Cum se poate realiza insa informarea §i susjinerea cercetarii §tiinjifice in arhive, dar mai 
ales prin ce mijloace se faciliteaza accesul cercetatorilor, dar si al publicului larg la documentele 
ce intra in componcnta fondurilor §i a colccjiilor arhivistice? 

“Sistematizarea depozitelor/fondurilor” 4 ce alcatuiesc arhivele §i, implicit, facilitarea 
accesului la documente este asigurata de cxistenta instrumentelor de informare, dintre care 
amintim inventarul arhivistic, catalogul arhivistic, indicii, dicfionarele, albumul de documente, 
respectiv volumele de documente. 

Potrivit definijiei date de Adina Berciu-Draghicescu, catalogul arhivistic constituie o 
lucrare complexa ce pune la dispozijia cercetatorului pentru o anumita problema totalitatea 
informatiilor continutc de fondurile/colecjiile unuia sau mai multor depozite de arhiva 5 . 
Catalogul arhivistic se deosebe§te clar de inventar, oferind o descriere mult mai detaliata a 
pieselor componente 6 . 

In ceea ce privcstc modalitatea de intocmire a acestui instrument de informare 
arhivistica, se observa faptul ca nu exista un model ce trebuie urmat intocmai, ramanand la 
latitudinea compilatorului sau. Drept urmare, alcatuitorul unui catalog arhivistic poate opta 
pentru criteriul extern (pergament, sul, plan) sau intern (hrisov, zapis, chitanja), pentru criteriul 
cronologic, topografic sau onomastic, respectiv pentru formule juridice sau de alta factura 7 . 
Adoptarea unui sistem de lucru unitar, prin studierea atenta a documentelor si selectarea 
informatiilor cuprinse este insa in masura sa garanteze cocrenta, acuratejea catalogului 
arhivistic §i sa sublinieze valoarea §tiinjifica a unui astfel de demers. 

Referitor la structura acestui instrument de informare, se poate remarca existenja a doua 
parti : catalogul documentelor si aparatul §tiinlific. 

Catalogul documentelor presupune prezentarea in ordine cronologica a documentelor, 
in urma analizei liccarui document extragandu-se informatiilc pe care le confine 8 . Fisarea 
documentelor este sinonima cu trecerea in revista a urmatoarelor elemente: data si locul in care 
a fost emis actul (lipsa acestuia este marcata de formula f /.). Cercetarea provcnicntci 
documentului (zapis, chi tan Ja, alegere) este motivata de posibilitatea determinarii locului de 
emitere §i, implicit, a maririi valorii istorice a actului respectiv, locul dedus fiind marcat prin 
paranteze 9 . Fi§a documentului se completeaza prin adaugarea titlului (hrisov, carte, porunca) 
extras din el insu§i sau compus, urmat in paranteza de forma exacta din original atunci cand 
este intr-o alta limba 10 . Este interesanta relajia ce poate fi stability intre titlul unui document §i 


3 Comeliu-Mihail Lungu, Legislate arhivistica romaneasca, Editura Funda^iei Romania de Maine, Bucure§ti, 2008, p. 90. 

4 Bogdan-Florin Popovici, “Despre arhivistica romaneasca, privind spre viitor”, in RA, vol. LXXXVI, nr. 1, 2009, p. 321. 

5 Adina Berciu-Draghicescu, Arhivistica, Editura Universitalii, Bucure§ti, 1997, p. 22. 

6 “Sa se (ina seama ca scopul unei iiste de regeste (Regestenliste) este deosebit de acela al unui inventar; aceasta deosebire 
trebuie sa apara evidenta din descrierea pieselor. Intr-o lista de regeste descrierea trebuie sa arate fapta care este 
semnalata in piesa descrisa”, Aurelian Sacerdoteanu, Instrucjiuni arhivistice, Biblioteca Arhivelor Statului, Bucure§ti, 1948, 
p. 38. 

7 Ibidem, p. 39. 

8 Adina Berciu-Draghicescu, op. cit., p. 23. 

9 Aurelian Sacerdoleanu, op. cit., p. 39. 

10 Ibidem. 
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institujia-emitenta; astfel, exista cazuri in care intr-un document Ilgurcaza doua titluri, ceea ce 
poate servi drept indiciu pentru ncsiguranta sau imprecizia acelei institujii. in continuare lisa 
trebuia sa contina informajii despre emitent (autor) §i despre destinatar, cu toate elementele lor 
specifice (nume, titlu, calitate, funcjie). Nu este necesara insa reproducerea integrals a titlului 
domnesc atata timp cat in introducere au fost determinate fonnulele utilizate intr-o anumita 
cancelarie 11 . Totodata, lisa documentului trebuie sa cuprinda un rezumat din care sa nu fie 
omise topicele §i onomasticele escntialc; prin aceasta nu se injelege o redare a tuturor 
onomasticelor ce se regasesc in cuprinsul unui document, ci mai degraba mcntionarca 
institupilor, a categoriilor sociale, a realitajilor politice, juridice sau economice ilustrate prin 
intermediul acelor elemente 12 . Astfel, rezumatul trebuie sa surprinda obiectul actului (donatic, 
vanzare, cumparare, schimb, testament, molten ire), institupile sau elementele mai importante, 
sumele de bani, clauzele si martorii 13 . Includerea semnelor de validare (monogram, pecete, 
semnaturi) cnuntatc in act §i a persoanei insarcinate cu elaborarea lui este menita sa aduca o 
contribute relevanta pentru istoria cancelariei respective 14 . 

Dupa cum se poate observa, fi§area unui document presupune o descriere tehnica, 
scurta, dar completa a acestuia. Elementelor mentionatc in paragraful anterior se adauga 
descriereape scurt a documentului (orig., copie, fotogr. etc.; latin, slav, grec etc.) cu precizarea 
dimensiunii actului analizat, redata in centimetri sub forma IxL, in sensul paginei; notele tergale 
ca §i insemnarile de cancelarie care n-au intrat in rezumat trebuie reproduse in intregime 15 . 

in final, fi§a este completata prin menjionarea depozitului p a cotei, respectiv a 
literaturii documentului. Compilatorul nu trebuie sa se rezume doar la indicarea originalului, ci 
este de datoria lui sa arate toate copiile, traducerile, rezumatele §i mcntiunilc pastrate in arhive 
sub diverse forme (foi volante, manuscrise, texte, liste, inventare vechi) 16 . In aceea§i ordine de 
idei, literatura actului trebuie sa includa nu doar cditiilc integrale sau fragmentare anterioare, ci 
§i studiile care au valorificat documentul respectiv 17 . 

in general, compilatorii opteaza pentru dispunerea informajiilor amintite in paragrafele 
anterioare in trei alineate distincte: primul care cuprinde data, locul, titlul, emitentul, 
destinatarul, cuprinsul documentului §i descrierea sa, al doilea continand depozitul §i cota, 
respectiv al treilea ce include bibliografia/literatura actului. 

A doua parte a catalogului arhivistic consta in intocmirea aparatului $tiintific, 
cuprinzand introducerea, lista de documente cu date rectificate, tabelul de corespondenta pe 
fonduri §i colecfii, falsuri §i documente mdoielnice, lista de institupi, respectiv indicele 

• • • • 1 9 , 

onomastic topommic . 


11 Ibidem. 

12 Ibidem. 

13 Ibidem, p. 43. 

14 Ibidem, p. 40. 

15 Ibidem. 

16 Ibidem. 

17 Ibidem. 

18 Adina Berciu-Draghicescu, op. cit., p. 23. 
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Un model de intocmire a acestui 
instrument de informare in arhiva il 
constituie Catalogul documentelor 
Jarii Romane§ti (1657-1659), 
volumul IX. Prefata lucrarii (pp. 3-12) 
cuprinde informapi referitoare la 
specificul documentelor analizate, locul 
de proven icn(a, metoda de lucru pentru 
care se opteaza, dar §i la scopul §i 
utilitatea cercetarii. Astfel, in alcatuirea 
prezentului volum intra regestele a 847 
de documente din perioada 1657-1659, care 
Najionale §i care au rezultat in urma 


ARHIVELE NATIONALE ALE ROMANIEI 



Fig. 1 


CATALOGUL DOCUMENTELOR 
JARII ROMANE§TI 


se afla in depozitele Arhivelor 
contopirii unui numar mult mai mare 


de forme sub care acestea s-au pastrat de-a lungul timpului: originale, copii, traduceri, regeste, 
rezumate, menpuni l9 . Clasificarea documentelor ce fac obiectul volumului de faja releva un 
numar de 583 de originale (560 in limba romana, 18 in slavona, 3 in maghiara, unul in latina, 
respectiv unul in greaca), patru microfdme de pe originale, o fotografie de pe original, restul 
fiind copii, fotocopii si traduceri 20 . O analiza a actelor dupa criteriul extern pune in evidenta 
faptul ca din cele 583 de documente originale, 24 au fost redactate pe pergament, dintre care 
unul este un zapis din 25 f.l. 1657, celelalte Hind emise de catre cancelariile domnitorilor 21 . 
Volumul IX al Catalogului insumeaza documente ce intra in componcnta fondurilor §i 
eoleejiilor arhivistice ale Arhivelor Naponalc- Biroul Arhive Medievale, Fonduri Personale §i 
Colccpi ale Serviciilor Judejene din Bistrija-Nasaud, Bra§ov, Dolj, Gorj, Prahova si Valcea si 
care acopera perioada anilor 1657-1659 (in Tara Romaneasca perioada amintita corespunde 
sfar§itului de domnie a lui Constantin §erban, domniei lui Mihnea al Ill-lea Radu si venirii pe 
tron a lui Grigore Ghica) 22 . 

De ce este necesara aparitia unei asemenea lucrari? Dar mai ales care este utilitatea §i 
aplicabilitatea sa in domeniul cercetarilor istorice contemporane? Referindu-ne strict la 
tematica §i continutul volumului, documentele selectate sunt in masura sa fumizeze informatii 
importante pentru reconstituirea §i reevaluarea situapei interne a Tarii Romane§ti la jumatatea 
secolului al XVII-lea. Ele pot fi considerate o sursa relevanta pentru istoria social-economica, 
reflectand aspecte legate de problema proprictapi, de fiscalitate §i de raporturile sociale. In 
acclap timp, analiza acestor documente sta la baza istoriei instituponalc si militare, datele 
continutc facand trimitere la activitatea juridica, raportul dintre lege §i judecata la cumpana 
dintre Evul Mediu si modernitate, dar si la organizarea militara. in final, textele cuprinse in 
volum constituie un bun punct de plecare in studierea istoriei biscriccsti, punandu-se problema 
laca§urilor de cult, a rclapei dintre institupa Domniei si bisericile, respectiv manastirile de pe 


19 Catalogul Documentelor farii Romanefti (1657-1659), vol. IX, Arhivele Nationale ale Romaniei, Bucure§ti, 2012, p. 3, 
http://www.arhivelenationale.ro/images/custom/image/serban/catalogul%20documentelor%20TR/02%20Cuvant%20introduc 
tiv.pdf, accesat la data de 10.01.2013, ora 10:45. 

20 Ibidem. 

21 Ibidem. 

22 Ibidem , p. 4, 

http://www.arhivelenationale.ro/images/custom/image/serban/catalogul%20documentelor%20TR/02%20Cuvant%20introduc 
tiv.pdf, accesat la data de 10.01.2013, ora 11:03. 
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teritoriul Tari i, precum si a raportului dintre manastirile din tara §i cele de la Locurile Sfinte. In 
ceea ce prive§te politica externa a Tari i Romancsti la mijlocul veacului al XVII-lea, dupa 
“episodul” Matei Basarab sursele vorbesc despre importanja Transilvaniei in ccuajia luptei 
antiotomane. Relajiile Tarii Romancsti cu Transilvania nu se rezuma doar la solutionarca unor 
probleme de factura politica; dimpotriva, atat domnii, cat si dregatorii (arii intrejin o ampla 
corespondcnta cu cetatea Bra§ovului, ceea ce constituie un bun indiciu al intereselor economice, 
al schimbului de informajii si al discutarii problemelor curente 23 . 

La modul general vorbind, sfera infonnajionala a documentelor volumului in cauza nu 
se rezuma la reconstituirea stricta a rcalitaplor istorice din Tara Romaneasca in intervalul anilor 
1657-1659. Analiza atenta a actelor aduce in discutic teme mai largi de interes, precum evolujia 
§i consolidarea scrisului in limba romana, aspecte probate de numarul tot mai mare de 
documente interne redactate in limba romana fie de cancelariile domne§ti, fie de persoanele 
particulare 24 . Totodata, istoria arhivelor dispune de informajii relevante, actele facand adesea 
referire la vitregiile la care a fost supus tezaurul documentar (carti si zapise “pierite”, furate) 25 . 
Volumul i§i dovede§te o data in plus utilitatea prin prisma consistentului material de studiu 
necesar in primul rand speciali^tilor din domeniul istoriei §i al §tiin(elor auxiliare ale istoriei 
(diplomatic^, sigilografie, miniaturistica, cronologie, genealogie, onomastica §i toponimie) 26 . 

O parte importanta este dedicata literaturii documentelor (pp. 15-21), autorii intocmind 
o lista bibliografica ce conjine volume de studii, articole de specialitate, precum §i rezultatele 
altor cercetari stiinp 17cc individuale sau colective care au valorificat actele incluse in prezentul 
catalog. 

Partea cea mai consistenta este dedicata reproducerii documentelor (pp. 23-454) din 
care au fost extrase principalele in formal) i ce constituie liscle actelor in cauza (anexa 1). 
Aceasta este urmata de lista scriitorilor de documente- dieci, gramatici, logofeji- (pp.455-461) 
(anexa 2), de tabelul de corespondenfd pe fonduri §i co!ec(ii cu precizarea falsurilor si a 
documentelor indoielnice (pp. 462-487) (anexa 3), respectiv de indicele onomastic (pp. 488- 
675) (anexa 4) 27 . 

In concluzie, catalogul arhivistic reprezinta o lucrare complexa si, implicit, un 
instrument de informare necesar in masura in care permite o buna sistematizare a fondurilor si 
colecjiilor ce intra in componenta arhivei, facilitand accesul la documente si prelucrarea 
acestora in cadrul cercetarilor ulterioare. Alaturi de celelalte instrumente de informare, 
catalogul arhivistic se dorcstc a fi un bun punct de plecare in valorizarea arhivelor, modalitatea 


23 Ibidem , p.9, 

http://www.arhivelenationale.ro/images/custom/image/serban/catalogul%20documentelor%20TR/02%20Cuvant%20introduc 
tiv.pdf, accesat la data de 12.01.2013, ora 13:23. 

24 Ibidem , p. 3, 

http://www.arhivelenationale.ro/images/custom/image/serban/catalogul%20documentelor%20TR/02%20Cuvant%20introduc 
tiv.pdf, accesat la data de 12.01.2013, ora 13:35. 

25 Ibidem, p. 8, 

http://www.arhivelenationale.ro/images/custom/image/serban/catalogul%20documentelor%20TR/02%20Cuvant%20introduc 
tiv.pdf, accesat la data de 12.01.2013, ora 14:20. 

26 Ibidem, p. 10, 

http://www.arhivelenationale.ro/images/custom/image/serban/catalogul%20documentelor%20TR/02%20Cuvant%20introduc 
tiv.pdf, accesat la data de 12.01.2013, ora 14:25. 

27 http://www.arhivelenationale.ro/index.php?page=41&lan=0, accesat la data de 12.01.2013, ora 15:00. 
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de intocmire a acestuia pliandu-se deopotriva pe cxigcntcle cercetatorilor, dar venind in acela§i 
timp §i in intampinarea intereselor publicului larg. 
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ANTON PANN BY LUCIAN BLAGA. POVESTEA VORBEI VS. CANTUL MUT 


Lucian Vasile Bagiu 
Senior Lecturer, PhD, Lund University 


Abstract: “Anton Pann ” (1945), Lucian Blaga ’s last drama is highly autobiographical. When 
writing about the popular poet, musicologist and composer Anton Pann, about his love for life 
and his sacrifice for his literary work, Lucian Blaga is writing, more than ever, about himself 
“The Story of the Word’’ is to be made up out of the people’s proverbial sayings brought 
together by Anton Pann. The book becomes an artistic expression of the Romanian apriorism, 
of the ethnical genius in a balance realm. This is possible for the autochthonous “mioritic” 
space has preserx’ed its connections to the magic even in the modern prosaism. The contacts 
with the age of the superstition, of the myth are not lost forever. The poet finds himself in a 
tragic state, caught between vow and denial. Just like Manole the Master Mason, he has both 
the awareness he is predestinated for the daimonic mission to create and the intuition he cannot 
dissociate the act of creation from the most specific feeling of human life, which is to be 
sacrificed, the love. On the night he creates “The Silent Song’’ the poet gives away everything 
for his work. The poet is anchored both in the near horizon and “beyond’’, bearing both the 
human bit and the daimonic predestination in his genius nature, leaving from history and 
making a halt, eternally, into the story. 

Keywords: Anton Pann, The Story of the Word, The Silent Song, creation, artist, sacrifice, life, 
love. 


Ultima drama scrisa de Lucian Blaga a ramas nepublicata antum si de aici speculatiile 
ca ar constitui doar un crochiu. Stangaciile stilistice si aspectul de produs literar nefinisat nu 
pot insa constitui un argument suficient pentru desconsiderarea unui manuscris redactat de autor 
intr-o a doua varianta, gest care presupune macar un minim de reflexie asupra actului de creatie, 
asumat cu responsabilitate ca atare si nemodificat pana la finele vietii, timp de saisprezece ani. 
Drama blagiana a anului 1945 face nota discordanta daca o raportam la scriitura celorlalte opt 
piese, exceptie Daria, si tocmai aceasta exceptie ne poate oferi perspectiva pertinenta. 
Observam in capitolul rezervat Dariei ca autorul nu s-a delimitat de drama sa psihanalitica, 
altfel destul de derutanta, ba dimpotriva, o considera chiar superioara piesei Ivanca. Daca in 
Daria ceea ce surprinde neplacut ramane banalitatea aparenta a temei si artificiozitatea 
replicilor protagonistilor, in Anton Pann subaprecierea e determinate de simplismul, aparent si 
amagitor, al dezvoltarii conflictului factologic si al replicilor ce-1 sustin. intr-o oarecare masura, 
cele doua drame se aseamana doar prin ceea ce le descalifica: absenta dimensiunii esteticului. 
Observam ca Daria poate fi revalorizata daca ne oprim exclusiv asupra esentei ideatice. Tot 
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nucleul ideologic salveaza si drama Anton Pann, in acest caz importanta ei constand si in 
valoarea autobiografica, intrucat Anton Pann se constituie in mod evident intr-un „simbol 
poetic” 1 , expresie a „geniului nostru etnic” 2 . Si ca un posibil argument suplimentar pentru 
mentinerea limbajului nestilizat, oferim o acceptie a poeziei primitive: „poezia secolelor 
primitive era colectiva in sensul ca poetul nu compunea pentru o clasa cu care n-are de a face, 
ci numai pentru «colectivitate». Trebuia ca in lucrarea sa el sa tina seama de gusturile si 
preocuparile acestei colectivitati. Poezia primitiva era deci o poezie eminamente sociala.” 3 . 
Amintim cu isi califica rapsodul Anton Pann culegerea de istorioare: „de la lume adunate si 
lumii iarasi date”. E foarte posibil ca dramaturgul Lucian Blaga sa fi construit si sa fi pastrat 
programat un limbaj simplist, folcloric, al creatiei sale culte, pentru a se mentine cat mai 
aproape de spiritul popular, social al scriiturii lui Anton Pann. „In Anton Pann s-a incarnat intaia 
si ultima oara proverbul romanesc: aparitia lui e in felul sau desavarsita (...) nu s-a mai gasit 
un al doilea amator, care sa traiasca in aceeasi masura proverbul, sa aiba acelasi tact, aceeasi 
dragoste in intrebuintarea lui, ca Anton Pann” 4 . Insa drama lui Blaga se abate enorm de la datele 
biografice, si aceasta intrucat autorul urmareste exprimarea propriilor sale nelinisti existentiale 
si ideatice prin intermediul unei ultime drame in care se regasesc multe din amprentele unui 
lung periplu anterior. 

Prima dintre acestea este consacrarea eroului initiat: „Vedeti voi raza asta, mai 
blajinilor? O poti pipai ca o intrupare de sus! O poti prinde cu mana!”. „Minunea” de lumina 
ce coboara este o expresie a perspectivei sofianice, fenomen ce poate fi constientizat doar de 
cel initiat in absolut, omul care se apleaca peste margine: „Te uitai cam ducaus adineauri - pana 
dincolo de pereti!”; „ai cam iesit din matca - de-o vreme ”. Totodata Anton Pann este si 
determinat sa devina parte din acest absolut, are intuitia ca, mai devreme sau mai tarziu, va 
purcede catre calea suprema: „Anton Pann, te cheama clopotele de la biserica!”; „zilele tree si 
nu ma-ndur sa plec!”. Eroul traieste un impas de moment, refuza sa intre in legenda; asemanator 
indeciziei lui Avram Iancu de a pomi in vreo directie in crasma lui Erji, Anton Pann adasta in 
crasma Nuscai, intr-o zi de dumineca. Precizarea duminecii devine importanta daca ne vom 
referi la afirmatiile Mosului din Area lui Noe: „omul e faptura de Dumineca! Buruiana de 
sarbatoare! Cu omul incepe alta poveste. El e facut dupa chipul si asemanarea cuiva si e pus 
intru slobozenie. Iar slobozenia incurca multe socoteli”. Fiind dumineca si „faptura de 
Dumineca”, Anton Pann are la randu-i „slobozenie”, adica liberul arbitru, frantura de umanitate 
din princina careia ezita sa se angajeze definitiv in „Marea poveste” a vorbei. 

Crasma Nuscai, numita „La Povestea vorbei”, reprezinta spatiul magic specific 
dramaturgiei blagiene, asemanatoare in acest sens „cetatii de hotar” din Cruciada copiilor sau 
Apusenilor din Avram Iancu ori morii lui Noe din Area lui Noe. Apartenenta crasmei la magic 
e sugerata de insasi denumirea sa care include afirmarea accesului la poveste. insa magicul se 
complied in momentul in care se refera la logos: „Povestea vorbei” presupune proiectarea in 
mitologia originara, generatoare de ontologie prin logos, cei care adasta in crasma vietuiesc 
nemijlocit in sacral si primordial. Cea care o patroneaza, Nusca, este, desigur, „fata din poveste! 


1 Eugen Todoran, Lucian Blaga. Mitul dramatic, Timisoara, Ed. Facia, 1985, p. 190. 

2 Lucian Blaga, Apriorism romanesc in vol. Spatiul mioritic, Bucuresti, Ed. Humanitas, 1994, p. 218. 

3 A. H. Kroppe, La Genese des mythes , Paris, Ed. Poyot, 1938, p. 18, apud Eugen Todoran, op. cit., p. 190. 

4 Lucian Blaga, Studiulproverbului in vol. Ferestre colorate in vol. Zari $i etape, text ingrijit si note bibliografice de Dorli 
Blaga, Bucuresti, Editura pentru Literature, 1968, p. 316-317. 
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Fata dintre cele doua-mparatii, a Neamtului si a Turcului!”. Situarea crasmei intre doua 
imparatii nu ne poate determina decat sa o consideram taram de cumpana: „noi nu ne gasim 
nici in apus si nici la soare rasare. Noi suntem unde suntem: cu toti vecinii nostri - pe un pamant 
de cumpana” 5 . Crasma „La Povestea vorbei” pare a fi intrupare a apriorismului romanesc, 
replica artistica a acestuia urmand a fi cartea Povestea Vorbei. Cartea in sine va II alcatuita din 
preluarea zicalelor populare de catre Anton Pann, dupa cum o dovedeste avalansa de proverbe 
debitate de Bidu cu gura plina, eruditie folclorica in fata careia Pann nu poate decat sa constate: 
„Au curs bine zicalele din gura pacatosului, gata inmanunchiate si gata de tipar”. Ne reamintim 
cum definea filosoful Blaga apriorismul romanesc: „nu inseamna altceva decat o circumscriere 
filosofica mai pregnanta a afirmatiei despre existenta unor factori stilistici activi care-si pun 
pecetea neindoielnica pe produsele geniului nostru etnic” 6 . „La Povestea vorbei”, „la asa 
incrucisare de drumuri se-ntampla multe si se mai afla cate ceva”; aici Anton Pann isi va intalni 
umbra: haiducul Groza. 

Haiducul Groza este un om intrat deja in legenda populara, Anton Pann inchinandu-i un 
cantec din care aflam taramul in care adasta proscrisul: „Ziua el si-aprinde vatra / intre iezere 
si piatra”. „Vatra” haiducului se identified cu natura primara, astfel Groza reprezentand 
tineretea primitiva a ontologiei, mai apropiata de absolut, dupa cum sugereaza prezenta 
iezerului, „ochi al lumii” in care cerul poate fi contemplat pe pamant, in care transcendenta se 
infiripa in contingenta. Iezerul este un motiv frecvent in lirica blagiana, prezent in Tulburarea 
apelor si in Area lui Noe. Haiducul salasluieste „pe tava de muschi verde, in margine de stejeris. 
Acolo-i hotarul fara de statomicie al lui Groza”. Asadar taramul sau e unul de cumpana, care 
cunoaste tentatia ancestralului magic. Proscrisul insusi este o entitate magica: „Are fantezie 
haiducul! Pe poeti ii scuteste de orice osteneala de a mai nascoci basme”, adica este el insusi o 
faptura de basm. Daca prima intalnire cu Anton Pann se va produce dumineca, interesant este 
si faptul ca „haiducul Groza isi incearca loviturile numai dumineca sau in zilele de sarbatoare”, 
adica actioneaza cand are liberul arbitru, omul avand slobozenie tocmai pentru ca e faptura de 
Duminica... Coincidenta intre Pann si Groza, intre poet si haiduc, pare a tine si de liberul 
arbitru, nu doar de daimonie, dupa cum se va vedea Haiducul Groza este pretutindeni si nicaieri, 
o faptura ce penduleaza intre statutul de naluca ori aievea, lasa in urma sa umbra, zvon si dor. 
„Zvon” tine de povestea vorbei, astfel apropiindu-se de faptura lui Anton Pann. Dar o 
identificare intre cei doi devine mai evidenta prin raportul la umbra si dor. Dorul este acela de 
ancestral, prima aparitie a lui Groza fund aceea disimulata in Ursar, iar faptul nu este 
intamplator, intrucat ursarul constituie omul initiat si pastrator al ancestralului, personaj din 
galeria Mumei padurii din Avram Iancw, Ursarul apare pentru a ura bun venit lui Anton Pann, 
pentru a-1 consacra. 

Ursul mai aparuse in pantomima inviere , semnificatia dansului ursului putand fi legata 
de iesirea acestuia din hibernarea temporara si intampinarea unui nou ciclu al luminii, simbolic 
intampinarea lui Anton Pann. Si aici Ursul joaca, Ursarul cantand din cimpoi, ceea ce ne trimite 
catre orfic, ce tine totodata de cenzura transcendenta, evidenta in cazul lui Noe, dar tine si de 
implinirea Fiintei prin Cantec, dobandirea „viului contur / in armoniile treptat depline” cum 
afirma poetul in Unde un cantec este. Daca Avram Iancu avea permanent si pistolul asupra sa, 


5 Idem, Apriorism romanesc in vol. cit., p. 219. 

6 Ibidem, p. 217-218. 
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expresie a liberului arbitru sau a dionisiacului, se poate presupune ca si haiducul Groza va fi 
avand pistolul sau. Dar principala functie a aparitiei lui Groza ca Ursar este aceea de a sugera 
trairea lui Anton Pann de catre principiul suprem, consacrarea acestuia prin daimonie. Ursarul 
ii cere Ursului sa arate „unde salasluieste Sfantul Duh!”: „ursul s-apleaca si-1 linge pe Anton 
Pann pe frunte”. Daca in Avram Iancu Muma padurii este samanul descins din preistorie, in 
Anton Pann eroul e investit de preistoria insasi, de ancestral, prin spiritul totemic al Ursului. 
Cugetul lui Anton Pann e trait de Sfantul Duh, asadar Povestea Vorbei va fi o creatie asezata 
sub auspiciile absolute, similara cu area lui Noe, manastirea lui Manole. Ursarul exprima in 
cuvinte gestul Ursului: „Acolo salasluieste Sfantul Duh, chiar acolo” si concluzia inerenta: „Esti 
alesul, jupane Anton Pann! Asta vrea sa-ti spuna pe limba lui dobitocul!”. „Alesul” va avea insa 
o soarta impovaratoare, ca toti initiatii blagieni. Se va consuma „in ritm grabit de tragica balada, 
vieti scurte repede mistuite de demonicul salasluit in ei ca o fatalitate de neinlaturat’ ,7 . 

Anton Pann se va identifica, la nivel ludic, cu haiducul Groza cautat de panduri: „sa nu 
trageti, panduri, ca inca nu mi-am scris testamentul”. Am relevat ludicul ca o modalitate 
specifica dramaturgiei blagiene de a exprima prin detensionare esentele grave, de la jocul 
copiilor daci din Zamolxe si zidirea Mirei in Mesterul Manole pana la jocul de sah al lui Radu 
din Cruciada copiilor si planul arcei in Area lui Noe. Si aici ludicul mascheaza o esenta a 
dramei, caci Anton Pann nu „nu umbla cu soalda si cu prefacatorii”, ci chiar reprezinta, 
impreuna cu haiducul Groza, franturi ale uneia si aceleiasi fapturi: omul descins din absolut. 
Daca pe fruntea lui Anton Pann locuia Sfantul Duh, si haiducul Groza are valente absolute: 
nefiind de gasit nicaieri, Spuderca afirma, ludic, schimbarea acestuia in cimpoi. Astfel Groza 
este asimilat sursei a insusi Cantecului magic, fiinta proiectata in cantec fiind aspiratia suprema 
a poetului in Ideas'. „Locuiesc intr-un cantec de pasare”. Ambii reprezentanti ai absolutului in 
zodia umanului, Anton Pann si haiducul Groza vor fi identificati unul cu celalalt pe tot parcursul 
dramei: Nusca ii spune „Semeni, Anton Pann, dar numai cand imi sufli mie cantece de lume!”, 
stabilind si deosebirea complementara a celor doi: haiducia lui Groza presupune fapta sociala, 
cea a lui Anton Pann - creatia artistica, dupa cum afirma just Anton Pann insusi: „Este in Brasov 
unul singur care ar putea sa le faca la fel ispravile, nu cu fapta, dar cu inchipuirea, si-acela sunt 
eu, Anton Pann!”, „Am s-o iau pe urmele haiducului! intr-un fel, inceputul 1-am si facut, fara 
voia mea” se lamenteaza Pann, avand premonitia si constiinta intuitiva ca soarta ii e 
predestinata. 

Ce-a de-a doua intalnire dintre ego si alter-ego are semnificatii adiacente: „Alta era sa 
fie soarta mea, alta! Dar, pesemne, mi-a furat-o cineva. Mi-a furat-o haiducul Groza!” continua 
a se lamenta Pann, moment in care apare postasul Pantu, cea de-a doua deghizare a haiducului, 
la randul ei nelipsita de semnificatii: postasul este cel care aduce vestea. Intrarea postasului 
imediat dupa replica adresata lui Pann „Poate ti-a intra Dumnezeu in voie!” consacra, o data in 
plus, predestinarea si fatalitatea daimonica a poetului. Coana Safta sintetizeaza rolul postasului, 
pe care noi il vom intelege cu referire la soarta lui Pann: „Ai adus ravase si duci nadejdile”. 

Cea de-a treia intalnire dintre cei doi se va petrece intr-un moment crucial pentru poet. 
Acum haiducul Groza este Paznicul de noapte, iar ceea ce pazeste el nu e cetatea Brasovului, 
ci viata lui Pann, si pe buna dreptate, caci poetul e impuscat pe la spate de Napoleon Furnica, 
un inamorat gelos si las cu care intrase intr-un involuntar conflict de interese pentru o „floare”, 


7 Lucian Blaga, Demonicul ca fatalitate in Daimonion in vol. Zari §i etape, p. 233. 
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o fecioara preafrumoasa, sursa de inspiratie poetica. Semnificatia aparitiei lui Groza este aici si 
mai complexa. Este, in mod evident, spiritul protector al lui Anton Pann, caci il scapa cu viata. 
Dar Paznicul de noapte pare a imprumuta ceva din semnificatia lui Caron, afirmatie ce poate fi 
sustinuta prin vorbele Paznicului insusi, impovarat cu o sarcina imensa: „Si umblu, cu pasi grei, 
taras, prin cetate - parca as duce in spate veacurile”, desi el insusi se grabeste sa-si disculpe 
mostenirea grava si grea: „Nu te speria, Anton Pann, eu nu sunt moartea (...) sunt paznicul de 
noapte, atata tot”. Argumentul mai convingator ar fi spusele poetului, care crede, in mod repetat, 
ca Paznicul il conduce catre moarte: „Hans, dumneata esti ... moartea!”; „Vrei sa ma duci?”; 
„Moartea imi scoate papucii si haina”; „Du-te Moarte peste drum, la casa din fata...”. Paznicul 
de noapte este o versiune antinomica a lui Caron, in sensul ca il preia pe Anton Pann si-1 trece 
un prag, dar nu spre moarte, ci inapoi spre viata. in acest context de incertitudine a ontologiei 
se opreste ceasornicul, prilej cu care motto-ul volumului In marea trece isi afla o solutie 
paradoxala. In 1924 poetul implora: „Opreste trecerea. Stiu ca unde nu e moarte, nu e nici iubire, 
- si totusi te rog: opreste, Doamne, ceasornicul cu care ne masori destramarea”. in 1945 
dramaturgul, tot prin vocea unui poet, implora: „Si ceasul - s-a rupt - i-atama greul pana-n 
fundul pamantului. Singur sunt. Doborat si pustiit. Cel putin ceasul de-ar invia, sa-mi tie de 
uraf’. Dorinta anterioara a poetului s-a transformat in fapta implinita, prilej cu care insa omul 
nu se poate constata decat singur, doborat, pustiit. Suspendarea trecerii nu este o solutie pentru 
individ, sinele nu se mai poate petrece, nu-si mai poate valoriza „timpul rostitor”, pentru a folosi 
o sintagma a lui Noica. Cand ceasornicul e oprit, omul se constata si fara iubire, sotia sa Ioana 
tocmai 1-a parasit, si fara moarte, viata ii e suspendata in sterilitate si neimplinire. in crunta 
deznadejde, poetul isi doreste tovarasia ceasului reinviat, „sa-i tie de urat”. La maturitate, 
Lucian Blaga exprima artistic faptul ca destramarea sinelui este strict necesara pentru 
dobandirea „viului contur”, pentru implinirea in absolut, „in annoniile treptat depline”. 

incepand din acest moment, Anton Pann are tot mai adesea premonitia mortii: „cu 
gandul ma port spre alt taram”; „Cine sa se tarasca? Pana unde si cum? Mai sunt eu - aici? N- 
am plecat? Toate mi s-au dus - obrajii si puterea! Ce-a mai ramas din mine? Nimic!”. Pare un 
ecou al vorbelor lui Avram Iancu: „Eu nu mai sunt”. Dupa ce este concediat de catre epitropie 
din postul de cantor, in urma publicarii a mai multe volume de scrieri laice, Pann declara: „Cel 
putin ma despart fara pareri de rau de lumea aceasta cu gradini atatea si cu lumini, cu bezna si 
cu prapastii! E multa frumusete aici si mult cutremur! Toate imprejurarile se leaga impotriva 
mea, asa ca sa nu-mi para rau ca ma despart. Mi se face usoara - plecarea, parca m-ar lua cineva 
de subtiori si-ar prinde aripi”. Se poate distinge vocea auctoriala, relatiile lui Blaga insusi cu 
ortodoxismul Hind foarte tensionate, pana la o ironie fina prezenta in text, din care se 
subintelege caracterul discutabil al divinitatii crestine: „Daca Visul Maicii Domnului ar avea si 
un autor, i-ai spune ca ...”. Cum autorul visului nu exista, nu ai ce sa ii spui... Anton Pann se 
intalneste pentru ultima data cu haiducul Groza in noaptea in care moare, noapte in care, la 
modul simbolic, poetul imbraca hainele lui Groza si apoi abandoneaza masca inainte de a rosti 
ultimele cuvinte: „Mi-e dor cumplit...”. Dor de absolutul catre care purcede purtat fiind de 
haiducul revenit sub infatisarea postasului Panta pentru a duce ultimele nadejdi: „I1 ducem acasa 
pe umeri - vom trece noaptea prin cetate - El va tine ochii deschisi in sus, si va sti ca mergem 
dupa drumul robilor 

Dar drama Anton Pann ascunde multe alte semnificatii. Una dintre acestea se refera la 
devalorizarea magicului si a spiritualitatii in timpurile moderne, demitizarea povestilor 
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originare. In acest sens Coana Safta joaca rolul unei Madame Sosostris din poemul lui T. S. 
Eliot The Waste Land, oferind solutii false impasurilor erotice ale fiintelor din cetatea 
Brasovului. Mai periculos este ca ea si-1 aroga de sase ani, in piesa blagiana, pe Anton Pann, 
intr-o opera de falsificare a Erosului si ontologicului. Poetul apare astfel arestat spiritual in 
epoca modema, compunand stihuri la comanda si nu lirism autentic. Din aceasta perspective 
cetatea Brasovului e divulgata ca un taram in care magicul agonizeaza, deturnat in scopuri 
ignobile. Astfel Anton Pann se apropie ca semnificatie de dramele blagiene psihanalitice „ale 
zilelor noastre”, in care fiinta nu mai are o comunicare genuina cu fondul absolut al Firii: 
„Amoroasa cetate! Primavara plutesc aici prin vazduh stihurile, ca toamna funigeii!”. Cetatea 
este idealizata doar de Coana Safta, care nu o poate consacra decat negativ, tinand cont de 
falsitatea proprie-i persoane. De altfel Anton Pann o si sanctioneaza drastic, printr-o ironie 
sarcastica: „Parca vorbesti de pe cea lume! Ti-ai insusit tonul sublim! Dar oare de ce n-ai spune 
scoalei matale pe nume? Zi-i «Spitalul amorului», si ne-am inteles!”. „Spitalul amorului” 
sugereaza tocmai agonia Erosului in vremurile moderne, devitalizarea acestuia de autenticitate. 
Diferenta intre cei doi o stabileste clar poetul veritabil: „ce-ti pasa ca-ntr-o zi in raiul matale eu 
am sa dau peste dracul?”. in acest context, cartea programata de Pann, Povestea Vorbei, se va 
constitui intr-o recuperare si revalorizare a ontologicului modern, aparent prozaic, prin 
proiectarea acestuia in plan artistic. Va reprezenta un receptacol similar arcei lui Noe, o noua 
sansa oferita vietii: „Si are sa lie Povestea Vorbei o carte in care intelepciunea se toarce singura, 
ca povestile din O mie si una de noptil Va mirosi cartea, imbelsugat si pestrit, ca piata de langa 
Turnul Sfatului, cu adieri si verdeturi si peste, de cascaval, de garoafe si matasuri si vor suna 
vorbele precum galbenii zarafilor, cari stau cu setrile in sir, schimband florini austrieci cu ruble 
rusesti si cu parale otomane. Si Povestea Vorbei va fi hotarul dintre Apus si Rasarit!”. Adica se 
va institui in expresie artistica a apriorismului romanesc, a geniului nostra etnic, pe un pamant 
de cumpana. Si aceasta este posibil intracat spatiul mioritic si-a pastrat tangentele cu magicul 
chiar si in prozaismul modern, legaturile cu varsta eresului, a mitului, nu sunt definitiv pierdute: 
„Noi nu suntem de pe cand povestile, ci mai dincoace cu vreo doua-trei zile!”. Anton Pann este 
cel indicat sa dea glas geniului etnic al poporalui intracat el se identified cu soarta acestuia: 
„intamplarile din tara asta au totdeauna cate-un carlig si in soarta mea”. 

Probabil ca dimensiunea cea mai ambitioasa a ultimei drame blagiene se dorea a fi 
relevarea conditiei tragice a poetului, surprins intre fagaduinta si tagada, intre constiinta 
predestinarii sale cu misiunea daimonica de a crea si intuitia ca nu isi poate disocia actul creatiei 
de cel mai specific sentiment al vietii, iubirea. Viata si creatia fusesera surprinse intr-o 
paradigma a antagonismelor inca din Mesterul Manole. Ne vedem nevoiti sa recunoastem ca 
dramaturgul nu reuseste sa alcatuiasca o noua capodopera dramatica in Anton Pann in ceea ce 
priveste expresia artistica a acestei disocieri din sufletul creatoralui. Desi floral liric nu lipseste 
nici in cazul Anton Pann, esteticul este departe de implinirea anterioara, poetul balcanic are 
savoare, dar este inferior creatoralui mioritic, fie si in ceea ce priveste postura tragica. Poetul 
balcanic isi recunoaste misiunea funciara a fiintei sale: „Eu nu-s nimic! Eu nu sunt decat Anton 
Pann, poet si cantaret de strana!”. „Poet si cantaret” sugereaza ca Anton Pann e harazit cu 
daimonia unei duble creatii, a cuvantului si muzicala, transformandu-si astfel versul in cantec. 
Departe de a fi „nimic”, Anton Pann, tinde sa reprezinte totul: „de lumina din dosul fruntii nu 
ma pot lipsi!”. Lumina din dosul fruntii e deja identificata de catre Urs cu Sfantul Duh, poetul 
e mult mai mult „decaf ^’ personajul istoric. Ambii vor intra intr-o lume a mitologiei romanesti, 
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in care simpla evocare a numelui lor va activa constiinta „geniului nostru etnic”: „Anton 
Pann...” sunt, nu intamplStor, ultimele sonoritSti ale dramei si ale dramaturgiei blagiene. 

Initial eroul trSise tentatia anonimatului: „Cantecul ti 1-au tipSrit, dar numele - nu!”, 
anonimat determinat voluntar de creator: „Eu sunt vinovatul, care le-am trimis poezia asa - fSrS 
nume!”. Anonimatul constituie o modalitate, discutabilS, de a dobandi accesul la absolut, la 
nemurire, strict prin intermediul creatiei, creatorul neliind relevant. Atitudinea nu e strSinS 
eseistului Blaga si ar constitui o solutie opusS individualismului: „Ganditorii se simt asa de mult 
in dependents unul de celSlalt si sunt asa de putin stSpaniti de orgoliul individualitStii, cS nu-si 
inseamnS numele pe rSbojul vremii; individualitatea tine doar de impSrStia iluziei, 
individualitatea e «maya». Anonimatul se declarS aici, ca mod inevitabil al spiritului si se 
desprinde din pornirile cele mai adanci, ce insufletesc viata trSitS in mistice contemplatii” 8 . 
Plecand de la acest colectivism spiritual al intelepciunii indice, Blaga incearcS sS sustinS 
transcenderea individualului ca o modalitate de a-ti apropia absolutul la modul estetic prin 
expresionism: „Expresionismul exagereaza uneori acest individual, cum de altfel il poate si 
complet inlatura (...). Aci, in acest «supraindividual» e punctul decisiv si rodnic, de unde se 
poate incerca o definire. De cate ori o opera de arts redS astfel un lucru incat puterea, tensiunea 
interioarS a acestei redSri transcendeazS lucrul, trSdand relatiuni cu cosmicul, cu absolutul, cu 
ilimitatul, avem de-a face cu un produs artistic expresionisf’ 9 . Pentru Blaga „a crea intru absolut 
inseamna a crea anonim, a fi impersonal, colectiv” 10 . Desi ar fi oarecum hazardat sa 
argumentam apartenenta ultimei drame blagiene, datand din 1945, la curentul expresionist, 
putem sa sustinem ca dramaturgul inca incearca sa atinga absolutul prin colectivismul spiritual, 
intrucat, desi numele lui Anton Pann dainuie ostentativ, la linclc dramei, acesta ramane in 
constiinta spirituals a neamului tocmai ca o expresie simbol a geniului etnic, a colectivismului 
spiritual, a valentelor stilistice ale apriorismului romanesc. Anonimatul este o solutie nu cand 
creatorul este uitat ca identitate creatoare, ci atunci cand se confundS cu spiritul neamului. In 
aceastS perspectivS Anton Pann poate fi asimilat simbolului poetic blagian. Dar, ceea ce-1 
inlSntuie pe creatorul blagian este, vesnic, iubirea, aici reprezentatS de Ioana, sotia lui Anton 
Pann: „N-am avut in viatS decat o singurS primSvarS, primSvara cand am cunoscut grSdinile 
Ioanei mele!”. Ioana pare o reminescentS a aceleiasi sotii de creator, Mira Mesterului Manole: 
„Tu, Ioana, tu poti sS rSmai ceea ce esti. LuminS, numai luminS!”; „Mira, tu esti lumina omului” 
afirma, anterior, Manole. Mai mult decat „puritatea insSsi” * 11 , Ioana este principiul Vietii 
imposibil de disociat de cel al Creatiei, ba, eventual, chiar opus acestuia: „Toti prometeii lui 
Blaga sunt inlSntuiti: de o femeie, de pSmant ... Si in femeie - mamS sau sotie, nebunS sau 
amantS - realizeazS el principiul de apSrare a vietii impotriva dumnezeirii ...” 12 . Cert este cS 
Anton Pann are constiinta cS ambele, Iubirea si Creatia, ii sunt sortite si nu poate alege intre ele 
fSrS a se dezintegra ontologic: „Te iubesc Ioana. Pe tine si cantecul, gluma si tristetea, si iarSsi 
pe tine! (...) Dumnezeu m-a ademenit cu tine si cu cantecul!”. Anton Pann merge panS la 


8 Idem, Probleme estetice, m vol. Zari $i etape, p. 71. 

9 Ibidem, p. 74. 

10 Ibidem, p. 76 

11 George Gana, Teatrul lui Lucian Blaga, studiu introductiv la Lucian Blaga, Opere, 3, Teatru, Bucuresti, Editura Minerva, 
1986, p. LVIII. 

12 Dragos Protopopescu, Lucian Blaga $i mitul dramatic, in „Gandirea”, dec. 1934, apud Alexandra Paleologu, Teatrul lui 
Lucian Blaga in vol. Lucian Blaga interpretat de ... , studiu, antologie, tabel cronologic si bibliografie de Emil Vasilescu, 
Bucuresti, Ed. Eminescu, 1981, p. 206-207. 
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identillcarca Ioanei cu sursa de vitalitate si inspiratie creativa a propriului eu, o aseaza, alaturi 
de el, in absolut. „Caci noi suntem una. Tu ai intrat in mine tu ai devenit sangele meu, ziua mea 
si noaptea si strafundul! Tu esti izvorul, cerul, lumina”. Femeia, parte din creator, asigura 
plenitudinea fiintarii, a petrecerii sinelui catre absolut. „Minunat lucru e viata!” concluzioneaza 
poetul, dupa publicarea Povestii Vorbei, cand simte ca moare... In lipsa Ioanei, principiul vietii, 
creatorul se stinge: „Inca o primavara se vesteste, si eu nu ma pot bucura. Misuna ganganiile 
prin vreascuri si suna albinele-n prisaca. Dar gandul meu merge mai vartos spre larvele ursuze 
de pe sub pietre si din pamant”. 

Pe tot parcursul dramei poetul stie ca exista un „cantec spre care se-ndruma”, simte ca 
trebuie sa se-mplineasca prin destramare, sa se destrame intru implinire: „Este in mine o 
nebunie care vrea sa se cheltuie, si-o caldura care creste cand se daruie, care se stinge cand vrei 
s-o aduni!”. Paradoxal sau nu, Povestea Vorbei zamislita de poet este insotita de Cdntecul mut. 
Dincolo de necesitatea exprimarii „imaginilor - sinteze” prin vorbe, poetul intuieste ca 
absolutul il vei atinge daca refuzi cuvantul si adopti tacerea: „Cum n-as tacea daca Dumnezeu 
mi-a pus gura-n paranteze? Cuvantul meu e suspendat”. Starea de necuvant constituie o 
caracteristica a liricii blagiene si a fost relevata in capitolul referitor la pantomima sa, Inviere, 
ca o modalitate de a reda artistic absolutul, prin grila eseistului din Probleme estetice. Cdntecul 
mut este compus de poet intr-un moment de rascruce al existentei sale, in pragul mortii, si 
constituie mai mult decat o terapie prin arta, este o profesiune de credinta. Dupa ce il asteme 
pe hartie, creatorul are constiinta ca si-a implinit destinul si se abandoneaza etapei finale, mortii: 
„Acum lasa-ma, coana Safta, sa dorm. Si sa nu ma mai trezesc!”. Cheia dramei blagiene ne pare 
a se regasi tocmai in acest moment: desi inca nu a redactat Povestea Vorbei , Anton Pann se 
simte implinit in urma crearii Cantecului mut. Dihotomia „vorba - mut” surprinde esenta 
esteticii blagiene: vorba constituie prilej de poveste, adica de ritualizare a absolutului prin eres, 
prin mitologie, modalitate de permanentizare a misterului ontic, de asigurare a supravietuirii 
acestuia in constiinta contingentei. Povestea Vorbei mentine iluzia revelatiei, prin zero 
cunoastere, minus cunoastere luciferica si, eventual, destrama aceasta iluzie prin plus 
cunoastere. Dar, pe de alta parte, mutenia constituie prilej de cantec, adica de proiectare a fiintei 
in absolut, abandonand orice ritualuri, orice canoane, este modalitate de revelare a misterului 
ontic, de a asigura supravietuirea Fiintei, a contingentei, prin integrare in absolut. Cantul mut 
constituie o depasire a iluziei revelatiei, este revelatia insasi. „Unde un cantec este, e si pierdere, 
/ zeiasca, dulce pierdere de sine. / Dar cel ce-asculta, dobandeste viu contur, / in armoniile 
treptat depline”. Unde un cantec este exprima ceea ce sugereaza tacerea Cantecului mut. lata 
cum, in ultima sa drama, un aparent crochiu, Lucian Blaga exprima magistral, sub aparenta unei 
pledoarii pentru Povestea Vorbei, aderarea la Cantul mut, construind o dubla dihotomie: vorba 
vs. mutenie, poveste vs. cantec. Poetizarea nerostitului este o deschidere estetica ce structureaza 
subtextul ontologic al creatiei blagiene inclusiv la finele dramaturgiei sale. Mitul lui Orfeu, 
sublimarea cuvantului in cantec, ideal maxim al lirismului modern, isi alia ecou tarziu, dar 
semnificant, in opera marelui ganditor, alaturi de relevarea tacerii ca „sansa de a-ti contopi 
universul subiectiv cu nepatrunsul cosmic prin aducerea amandurora la acelasi principiu de a 
fi” 13 . 


13 Vasile Fanache, Cursul special Scriitorii filosofi: Lucian Blaga, Universitatea „1 Decembrie 1918”, anul universitar 2001- 
2002 . 
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Am mai putea puncta permanenta raportare a dramaturgului la dimensiunea visului, 
Anton Pann reluand mai vechea incertitudine a sintagmei „aievea vs. naluca”. Anton Pann 
traieste frustrari existentiale si artistice in cetatea Brasovului: „am ramas apoi ca o naluca fara 
de capatai in Scheii - Brasovului”. Naluca poetului este imaterialitatea fiintci creatorului aflata 
in lipsa unei fapte prin care sa-si asigure un ilimitat cutreier in univers. Cand traieste o prima 
revelatie legata de propria faptura, aceea a identificarii haiducului Groza, umbra sa ontologica, 
in persoana postasului Pantu, prieten ce i-a fost tot timpul aproape, Anton Pann are aceleasi 
ezitari: „Ceea ce se petrece e ca un vis. Ca un vis pe pragul de a muri visez, sau este aievea?”. 
Aceasta incertitudine a ontologiei este programata de autor pentru a sugera dimensiunea 
specified de fiintare a creatorului, undeva, la „rascrucea dintre zi si noapte”, ancorat deopotriva 
in orizontul imediat si „dincolo”, purtand frantura umana si determinarea daimonica in aceeasi 
faptura de geniu, plecand din istorie si poposind, etern, in poveste. in acest sens ultimul tablou 
al ultimei drame nu este intamplator o montare a unui bal mascat. O aparenta „Noapte a 
Valpurgiei” in care revin cei trei prieteni ai lui Anton Pann, personaje histrionice, versiuni 
autohtonizate ale celor trei crai biblici, reluari ale celor trei muntarite ce-1 intampina pe Avram 
Iancu. Acesti trei tovarasi, care pot reprezenta, la fel de bine, fie liberul arbitru, fie decadenta, 
fie vulgul, fie detensionarea atmosferei ce-1 invaluie pe geniu prin apelul la bahic, substitut al 
dionisiacului si ludicului, Spuderca, Bidu, Cocorandu apar costumati ca draci. Simbolic ei o 
condamna pe Coana Safta „la judecata de apoi” „c-a tinut in robie pe Sfantul Duh”, adica pentru 
faptul ca a denaturat misia geniului. Anton Pann, costumat in haiduc, isi insuseste autenticitatea 
umbrei sale justitiare, dar, de pe aceasta pozitie, o iarta pe matroana. Nusca, crasmarita, este 
doamna de societate. Se construieste o lume halucinanta, de vis, supapa de manifestare a 
inconstientului fiecaruia, o lume in care va fi posibila si revenirea Ioanei in preajma poetului, 
recuperarea iubirii. in acest taram fantast si suprem cel amintit este Cantul mut, nu Povestea 
Vorbei: „Cum ai putut sa faci acel cantec sa vorbeasca si totusi sa ramana mut?”. Minunea 
imposibila s-a revelat, totusi, printr-o conditie specified creatorului blagian: „in noaptea aceea 
mi-a fost dat sa pierd ... totul!”. Ne amintim cum „totul” jertfisera si Mesterul Manole si 
morarul Noe, ulterior desavarsindu-si creatia si implinindu-se in absolut. Situatia lui Anton 
Pann este identica: in noaptea zamislirii Cantului mut lui Anton Pann i se furase principiul 
vietii, Ioana si, mai mult decat atat, chiar viata sa i se scurgea nestingherita catre sfarsit. in 
noaptea crearii Cantului mut poetul renuntase la tot pentru opera. 

inainte de a muri, poetul se marturiseste biografic: „M-am daruit... Am indragit patima 
... mi-a placut jocul ... in strafiind n-am cunoscut decat suferinta ... Gluma si rasul meu au 
scanteiat cate-o clipa peste un adanc de tristete ... S-a intamplat, nu arar, sa-ncerc o aventura 
sau alta, stapanit am fost totdeauna numai de suferinta iubirii unice, care-mi devenea de 
neindurat...”. Visul este abandonat inainte de saltul peste margine al creatorului: fara masca 
haiducului, poetul se stinge in bratele iubirii unice murmurand: „Mi-e dor cumplit ...”. De 
viata? 
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Abstract: Cultural and literary life of Romanians who were under Habsburg domination was 
one of the outposts centuries struggle for affirmation of national will and union. Half of the 
ninthteenth Century marked the moment of the forces gathering "intelligence” with the 
Romanian literary concerns to the union of a system of belief and ideal issue. In this 
atmosphere, the Transylvanian literature was beginning to wake up, feeling the need of a 
literary specialized periodical where the nation could write. The media was born in certain 
necessities objectives, starting from modest beginnings, growing difficulty satisfying first 
political needs, then began to dress more branches of human culture, becoming an 
indispensable factor in people lives. 

Keywords: Transylvanian press, Habsburg domination, books, literary life, magazines 


Inceputurile presei romanesti din Ungaria si Transilvania sunt legate de trezirea la 
con^tiinta nationals a poporului roman, de eforturile depuse de intelectualitatea romanS la 
sfar§itul secolului al XVIII-lea si inceputul secolului al XlX-lea pentru afirmarea pentru culturS 
a idealurilor nationalc. Mijlocul cel mai proprice de dczmorprc a sentimentelor §i de trezire la 
vial,a nationals §i spirituals proprie il constituie cultivarea limbii si a stiintci, indeosebi a 
filologiei si istoriografiei. 

Un succint excurs istoric privind evolujia presei romanilor din Transilvania, din pSrJile 
sale vestice §i din marile orasc ale imperiului, Viena si Budapesta, relevS faptul cS dupS 
revolujia de la 1848-1849, mai cu seamS in timpul regimului liberal si in primul deceniu al 
dualismului austro-ungar, mi§carea culturalS a romanilor aflap sub stSpanirea strSinS a afirmat 
organe de presS viabile, putemic ata§ate cauzei poporului, adevSrate tribune de luptS si trSire in 
con^tiinta romaneascS, al cSror aport se identifies cu insSsi istoria luptelor din a doua jumState 
a veacului al XlX-lea care au apSrat cu sfinjenie cauza Transilvaniei. 

Unele ziare §i reviste romane§ti au avut o aparijie scurtS, dar cele mai multe, biruind 
vicisitudinile iscate de cStre autoritSji, au rezistat cu vrednicie, fSrS indoialS prin strSduinta unor 
intelectuali luminaji si concursul publicului cititor, adicS urmaji de popor, de cStre masele largi 
romanesti de la sate, targuri si ora§e, dovedind la nivel transilvan §i national chiar, o dezvoltare 
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paralela, o comuniune spirituals militara, manifestandu-se ca adevarate §coli politice p 
culturale ale romanilor din Transilvania, de pretutindeni. 1 

Viaja cultural-literara a romanilor ardeleni aflap sub dominapa habsburgica a constituit 
unul din avanposturilor luptei de veacuri pentru afirmarea voinjei naponale p pentru Unire. 
Jumatatea secolului al XlX-lea a marcat momentul strangerii fortclor „inteligenjei” romanepi 
cu preocupari literare la nivelul unui sistem de uniune de crez si ideal, in aceasta atmosfera, in 
care literatura ardeleana incepea sa dea roade, se si mica acut nevoia unui periodic literar 
specializat, in paginile caruia sa se poata dcsfasura condeiele artistice ale napunii. 2 

Presa se constituie de-a lungul vremii intr-un factor important al cducapei culturale, 
politice, sociale. Ea a luat fiinja din anumite trebuinje obiective, pornind din modeste 
inceputuri, dezvoltandu-se anevoie, satisfacand mai intai necesitaple politice, apoi a inceput sa 
imbrace mai multe ramuri ale culturii omenepi, ajungand sa fie un organism indispensabil si 
un factor de o important hotaratoare in viapi popoarelor. 

Marcand prin insap aparipa lor un moment in istoria culturii noastre, de a carui 
insemnatate intemeietorii ip dadeau perfect seama, periodicele au contribuit la progresul 
spiritual in modul cel mai direct p eficace, cautand sa oglindeasca toate domeniile de 
preocupari, dand raspunsuri la intrebari diverse, sa stimuleze eforturile in toate ramurile de 
activitate. 

intr-un articol aparut in revista „Cele Trei Crisuri” 3 . George Bacaloglu considera ca unui 
dintre cei mai important factori culturali in viapi romanilor din Ardeal este ziaristica. „Primitiva 
la inceput, luptand cu apasarea cenzurii, infruntand cu greu zecile de amenzi in bani p 
inchisoare, ea servepe poporul in toate timpurile, pregatind inimile pentru ziua mare a 
dezrobiei.” Deschizator de drumuri in ziaristica romaneasca in Ardeal este considerat Gheorghe 
Baripu, prin faptul ca „o indruma” sa devina o adevarata scoala, o binefacere pentru popor. In 
aprecierile lui Bacaloglu, primele inceputuri ale ziaristicii/presei romanepi se fac in ultimul 
deceniu al veacului al XVIH-lea, pornind din Sibiu, de la loan Molnar (Pivariu de Mullersheim 

- doftor de legi p profesor de tamaduirea ochilor), dar fara succes. Urmeaza un istoric al 
incercarilor de presa. La 1821 editorul p distribuitorul de carp romanepi - Zaharie Carcalechi 

- incearca editarea unei reviste, dar reu§epe doar la 1829, iar in 1830 are un numar de 1000 de 
cititori. La 1837, apare la Brasov „Foaia Duminecii”, redactata de loan Barac cu cheltuiala 
negustorului Radu Orghidan care il aduce mai tarziu la conducerea ei pe Gheorghe Baripu. La 
1838 apare „Foaia literara” sub redactarea lui Baripu, care din iulie a acelui an ip schimba 
numele in „Foaia pentru minte, inima p literatura”, cea dintai revista literara din Transilvania. 

Cel dintai ziar politic romanesc in Ardeal este „Gazeta Transilvaniei”, aparut la 1838 
tot sub conducerea lui George Baripu. De la aceasta data, pana la „dezrobire”, apar in Ardeal 
14 ziare politice; 3 sociale; 4 bisericepi p §colare; 3 reviste literare; 3 ziare financiare p 
economice; 1 revista muzicala p 1 igienica. 


1 Florian Duda!>, Presa romaneasca din Transilvania in preajma fi in timpul Rdzboiului de Independenfa de stat a Romaniei, 
in Crisia, VII, Oradea, 1977, p.147. 

2 M. Popa, V. Ta§cu, Istoria presei literare romanetjti din Transilvania de la inceputuri pana in 1918, Cluj, Dacia, 2003, 
p.156. 

3 George Bacaloglu, Presa din Ardeal, in „Cele Trei Crisuri” - anale culturale, An IX, nov-dec, nr. 11-12, Oradea, 1928, p. 
181. 
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„Tinta lor este comuna: lupta impotriva du§manului de veacuri;- susfine autorul - 
sfatuirea maselor §i ajutorarea lor, in lupta politica, economica §i culturala, ce se dadea 
romanului ,,bastinas” §i intre popoarele asupritoare care 1-au exploatat. Daca aceasta a fost presa 
romaneasca in Ardealul unguresc, ea are o mult mai mare dezvoltare in Romania Mare, dupa 
Unire.” 4 

In cuprinsul gazetelor din Transilvania, pledoariile in favoarea traducerilor se alatura 
unui pasionat interes pentru creafia populara romaneasca. 

Intensificarea, in perioada sec. XIX-XX, a framantarilor sociale nu putea sa nu aiba 
repercursiuni §i in viafa literara. Aceasta devine mai agitata, tendintcle divergente se exprima 
cu acuitate sporita. Create numarul publicapilor literare, se intctcsc discufiile, polemicile. in 
centrul preocuparilor se afla, ca in deceniile din urma ale secolului trecut, problema tarancasca. 
in funcpe de atitudinea adoptata in aceasta chestiune se definesc, in primul rand, diferitele 
orientari politico-ideologice. Dezbaterile pe tema pamantului, a situafiei taranimii nu se 
circumscriu strict in teritoriul presei politice. Patrund §i in publicatiile literare. Coeziunea unor 
grupari ca acele constituite in jurul revistelor „Semanatorul” si „ Vi ala romaneasca” se bizuie 
mai mult pe afinitafi de ordin ideologic decat pe comunitatea idealului de arta. 

Secolul al XlX-lea infapscaza anumite aspecte specifice, procese epuizate o data cu 
incheierea lui. Scriitori precum I.L.Caragiale, Duiliu Zamfirescu, Delavrancea, Vlahuja, G. 
Co§buc ating apogeul creafiei lor in secolul al XlX-lea. Continuand sa publice, ei nu sunt, totu§i, 
angrenaji permanent, dupa 1900, in mi§carea literara. Fizionomia particular^ a victii literare o 
determina la inceputul secolului al XX-lea alji scriitori. Altele sunt si revistele in jurul carora 
sunt grupaji scriitorii, chiar daca unele vechi publicajii isi continua aparitia. 

Asistam in ultimele doua decenii ale veacului al XlX-lea la o cre§tere, in literatura, a 
interesului pentru social, pentru problematica prezentului, la o sporire a combativitajii scrisului. 
Intre 1879 si 1890 apar capodoperele creapei dramatice a lui I.L. Caragiale, urmate de nuvelele 
§i schitclc marelui scriitor. Si ccilalp scriitori care se afirma la sfar§itul secolului al XlX-lea i§i 
iau, in majoritatea lor, temele din framantarile epocii, dezvaluie contradicpile socictapi 
burghezo-mo§iere§ti. Tot mai mult create, in cuprinsul literaturii romane de la sfarsitul secolului 
al XlX-lea, greutatea specifica a tematicii rurale. 

Prin orientarea ei tot mai directa catre social, literatura ia, la sfarsitul secolului al XIX 
-lea, o direcpc opusa celei reprezentate de Junimea. La sfarsitul secolului al XlX-lea se petrec 
in viata literara procese interesante, se infrunta tendinfe contradictorii. 

Primele ziare §i reviste au constituit mijloace de afirmare a individual itap i politice a 
poporului roman intre celelalte popoare ale Europei. Din presa politica §i culturala a primei 
jumatap a secolului al XlX-lea s-a nascut presa literara de mai tarziu. 

De la inceputul secolului al XX-lea pana la incheierea primului razboi mondial se 
inregistreaza o deosebit de intensa framantare in planul ideologiei literare. Varietatea de idei, 
preciziunea atitudinii, curajul opiniei, pasiunea in suspncrca unui principiu ne dau imaginea 
unui camp de lupta literara plina de farmec. 


4 George Bacaloglu, Presa din Ardeal, in „Cele Trei Cri§uri” - anale culturale, An IX, nov-dec, nr. 11-12, Oradea, 1928, p. 
181. 
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Tot ce se petrece in domeniul literar, intre 1900 si 1918, este pregatit de activitatea 
literara dinainte de 1900. Atenjia unei parti din scriitori, ca §i a unei parji din publicul cititor, 
este atrasa de catre noutatea din miscarea literara apuseana, franceza indeosebi. 

Romania intra in secolul al XX-lea macinata de contradicpi adanci, dar increzatoare in 
forjele ei. Literatura romana parcurge intre 1900 si 1916 o perioada de cautari, de accentuare a 
contradicjiilor interne. 

Presa romaneasca din Transilvania reprezinta unul din cele mai importante capitole din 
viaja culturala a acestei provincii. In cazul ei presa transilvaneana a avut ca obiectiv principal 
afirmarea constiinjei de neam a tuturor romanilor si unirea intr-un singur stat national, in ciuda 
celor peste zece incercari equate, in decurs de 50 de ani (intre 1789-1821) de a dura presa 
romaneasca, nu s-a dat batuta si a reu§it in cele din urma sa intemeieze o presa nationals vie si 
activa: „Biblioteca romaneasca” (1821) a lui Zaharia Caralechi, („Ateneul romanesc” (1833) a 
lui AL Gavra, ramas manuscris), „Foile duminecii” (1837), „Foaie pentru minte, inima §i 
literatura” (1838), „Gazeta de Transilvania” (1838), „Observatoriul” (1878), „Transilvania” 
(1868), „Familia” (1865), „Foaia literara”, „Albina Carpaplor”, „Telegraful roman” de la Sibiu, 
„T ribuna” „ Tribuna poporului”. 

In fapt, presa literara romaneasca a reprezentat o inestimabila arma de lupta pentru 
drepturile sociale si politice, pentru cultura §i limba proprie. Lupta pe frontul presei s-a dus in 
special in patru direcjii principale: formarea unei limbi literare comune §i unitare, realizarea 
unei sincronii perfecte, armonice, intre dezvoltarea literara a tuturor provinciilor romancsti, 
tinerea unei legaturi permanente cu creajia poporului §i activismul politic. 

Presa transilvaneana, ca expresie a modemizarii spiritului public §i ca instrument 
eficient de comunicare, s-a integrat importantei categorii de mijloace prin intennediul carora s- 
a manifestat pregnant con^tiinta noastra najionala. Ea atesta capacitatea intelcctualita(ii 
romancsti de a milita pentru realizarea unor obiective sociale si politice avansate, cum au fost 
obtincrea unor drepturi fire§ti, emanciparea de sub dominapa straina si faurirea statului national 
unitar roman. Primele incercari de a publica ziare in limba romana au avut loc in Transilvania, 
la sfarsitul secolului al XVIII-lea si sunt legate de activitatea §colii Ardelene. 5 

Anul 1848 a insemnat pentru toate popoarele Europei un an de rascruce, un an de 
maturitate ideologica, civica, sociala, un an de generoase avanturi intelectuale §i social-politice. 

In vara anului 1848, cand ideile puse in circulate de rcvolujic se impuneau a fi 
diseminate in straturi cat mai largi ale populapci, sunt semnalate §i in Oradea preocupari de 
stabilire a unui contact cat mai strans §i permanent cu aceasta, pentru a o indruma si atrage sub 
steagul luptei pentru intarirea solidaritapi nationalc intr-un moment decisiv al istoriei noastre 
modeme. 

Gandul de a scoate un periodic romanesc la Oradea nu a fost abandonat, Hind astcptat 
un moment mai prielnic pentru materializarea lui. Formulat in contextul evenimentelor 
pasoptistc §i reluat in anii imediat urmatori, in anii unei putemice miscari revendicative oradene 
(1849-1850), dezideratul editarii unui periodic romanesc in partilc Crisanci, n-a fost transpus 
in realitate decat peste cateva decenii, mai exact in anul 1868, cand profesorul si animatorul 


5 Mircea Popa, loan Molnar Piuariu, Cluj, Dacia, 1974; vezi §i Mircea Popa, Tectonica genurilor literare, Bucure§ti, Cartea 
Romaneasca, 1980. 
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cultural Iustin Popfiu - conducatorul Socictatii de lectura din Oradea - a scos revista 
„Amvonul”, asemanatoare, in buna masura, cu periodicul la care reflectasera carturarii oradeni. 

Astfel, profesorul si animatorul cultural Iustin Popfiu - conducatorul Societajii de 
lectura din Oradea, a scos revista „Amvonul” - foaie bisericeasca pentru elaborate din sfera 
clocintci sacre. Apare bilunar la Pesta (1 ianuarie - 30 decembrie 1871) apoi la Oradea-Mare. 
Proprietar §i editor, Iustin Popfiu folose§te o ortografie etimologizanta ce se adreseaza cu 
precadere clerului din Transilvania; publica articole de teologie, predici, nop uni de retorica. 

Ca o prima caracteristica a periodicelor bihorene reprezentative ale vremii, o reprezinta 
insa§i intcnpa redactorilor §i proprietarilor lor: de a oferi o lectura placuta si instructive in 
familie. Mai toate au acest caracter de almanah, de album familiar si familial, conceput dupa 
modele germane §i anume incadrandu-se in tipul de publicapi Gartenlaube. 6 Cu adaptari, 
traduceri si articole informative, cu o beletristica intamplatoare, mai toate se mcntin la un nivel 
strict de popularizare a literaturii si artei. Sunt reviste fara un program estetic, in paginile carora 
nu vom gasi mari nume literare, sau, chiar daca ii regasim uneori, ace§tia nu apar cu lucrarile 
lor de rezistenja. Prin paginile lor au mentinut in randurile societal) i bihorene, un cult al limbii 
§i literaturii romane, o unitate de simprc romaneasca; au facut cu alte cuvinte oficiul de unificare 
a culturii romane, intr-o vreme cand unitatea noastra nu era infaptuita. Multe din aceste 
reviste, ca „Siedietoarea” (§ezatoarea) 1875-1882 din Pesta §i Oradea, subintitulata „Foia 
poporului roman” si condusa de Iosif Vulcan, au avut o mare raspandire in Transilvania. 

„Propritariu, redactoru respondietoriu si editoru” al acestei reviste, subintitulata „foaia 
poporului roman” era Iosif Vulcan, unul dintre parinpi literaturii si presei bihorene. 
„§ezatoarea” a fost conceputa ca o varianta pentru sate a „Familiei”. 

Iosif Vulcan era familiarizat cu astfel de publicapi, fiind in perioada studcnpci fondator 
§i colaborator al foilor populare „Umoristul”, „Gura Satului”, „Aurora Romana”, ultima 
apropiindu-se mult de „Familia”. „Familia” a format obiectul unor cercetari de specialitate si a 
unor invcstigapi bibliografice. „§ezatoarea” insa, a ramas numai in bibliografiile folcloristice. 
Daca „Familia” a fost o adevarata institupc romaneasca in Transilvania, adresata ,,intcligentci” 
satelor §i ora§enilor in genere, „§ezatoarea” se adresa in mod evident §i direct lumii satelor. 
„Familia”, dar si „§ezatoarea” in parte, aduceau §i pagini de literatura u§oara, §tiri culturale de 
pretutindeni, mai toate ilustrate cu gravuri in care se preamarea pacea §i multumirca caminului 
familiar. 

Primul numar apare la 1 ianuarie 1875, la Budapesta; dupa 1880, impreuna cu cea a 
„Familiei”, redacpa se muta la Oradea. Textele cele mai numeroase sunt, cum ne arata §i titlul 
revistei, culegeri si prelucrari folclorice, unele naive, ca acelea semnate de insu§i Iosif Vulcan. 
La fiecare inceput de an, directorul revistei confccponcaza urari conventionale, adresate 
taranilor. Aproape numar de numar, Iosif Vulcan publica versuri, povestiri, articole, cugetari, 
sfaturi, ghicitori, jocuri, corespondenje etc. Producpa aceasta deosebit de bogata prezinta numai 
o valoare documentary, educativa si minim artistica in contextul ei, culturalizatoare in cscnta, 
la nivelul epoch si in maniera transilvana. Totul este stilizat pentru sate; chiar numele lunilor 
sunt cele populare: ghenariu, fauru, marJi§or etc. Cele mai multe versuri pe care Iosif Vulcan le 
scrie sunt destinate serbarilor scolarc §i „casinelor”. 


6 A fost o revista saptamanala cu o indelungata apari^ie (1853-1943), cu un tiraj enorm pentru vremea aceea; editata la 
Leipzig dar raspandita in toata Europa, Gartenlaube a fost imitata mai ales in Imperiul Habsburgic, deci §i in Transilvania. 


800 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


In 1897 apare la Oradea primul numar din revista „Foaie Literara” - revista literara §i 
culturala, condusa de Lucrctia Rudow Suciu. Saptamanal revista isi propunea sa fie o publicajie 
care sa atraga in jurul ei pe cei mai cminenp scriitori din intreaga tara. Au aparut in total 30 
numere (18 aprilie-7 noiembrie 1897). 

„Vulturul” apare la Oradea bilunar, incepand cu anul 1892 pana in decembrie 1893, 
saptamanal ianuarie - mai 1894; ianuarie 1896 - 20 decembrie 1899 si din nou bilunar ianuarie 
1900 - septembrie 1905. Se caracterizeaza ca fiind o publicatjc de „humor §i satira”, dupa cum 
rezulta §i din subtitlu. Revista conpnca in prima parte versuri nesemnate sau semnate cu 
pseudonime, sub care se ascundeau conducatorii. 

O alta revista, „Aurora” (1922-1923), redactata in limba romana si maghiara cu pagina 
tiparita pe doua coloane, apare la Oradea in decembrie 1922. Va aparea saptamanal, timp de un 
an; director este G. Bacaloglu, conducatorul Socictatii „Cele Trei Crisuri”, ajutat de redactorii 
G.A.Petre, Salaman Laszlo §i Keresztury Sandor. Numele revistei a fost ales in a§a fel ca el sa 
existe in ambele limbi; „programul nostru”, semnat de directorul revistei si tradus §i in limba 
maghiara, infatisa (elurile urmarite §i mijloacele de realizare. Ideea apropierii romano-maghiare 
prin mijlocirea culturii venea din partea scriitorilor si a ziari§tilor romani §i maghiari. Societatea 
„Cele Trei Crisuri” de la Oradea avea o secjie cu sarcini speciale privitoare la apropierea literara 
dintre cele doua national i tap. 

Se vor efectua traduceri din romana in maghiara si invers, mi§carea literara si artistica 
va fi urmarita din ambele parji, vor aparea cronici si recenzii despre arta si teatrul maghiar. Au 
existat insa §i cateva piedici in calea fauririi climatului necesar infaptuirii programului revistei: 
oficialitaplc sabotau ideea, pe motivul ca a sosit prea timpuriu §i afinna ca nu exista condijii 
concrete pentru realizarea acestui deziderat. De asemenea, exista §i o oarecare lipsa de incredere 
reciproca alimentata de deosebirile artistice si ideologice dintre scriitorii maghiari. Revista se 
tiparea in 1000 de exemplare §i a avut in general o presa buna. Datorita dilicultajilor financiare, 
revista i§i inceteaza aparijia in iunie 1923 si reapare in anul urmator numai in limba maghiara. 
Experienta revistei oradene nu e izolata, au mai existat si alte publicajii bilingve: „Culisele” 
(Cluj), „Cimbora” (Satu-Mare). 

Realizarea idealului de unitate najionala in anul 1918 a deschis noi perspective 
dezvoltarii literaturii romane din Transilvania. General)i de scriitori §i carturari romani din toate 
provinciile romanesti au visat si militat indelung timp pentru dcsavarsirca unitajii najionale a 
statului nostru, infaptuire realizata in anul 1918. 

Eforturi de redactare a unor reviste de cultura se fac pe intreg teritoriul Transilvaniei si 
in parjile nord-vestice ale (arii. 

Bihorul a fost si este un jude( cu potential cultural foarte bine distribuit intre literatura, 
§tiin(a, jurnalism cultural §i revuistica §colara. in acest spajiu au functional un timp mai mic sau 
mai mare mai multe reviste si tiparituri, cu freevenja diferita. Toate acestea ofera o imagine a 
complexitajii editoriale din sfera culturii §i au nascut interesul faja de publicistica, din partea 
unor oameni diferiji ca varsta si preocupari. 

in domeniul presei bihorene de dupa Unire ceea ce se remarca de la bun inceput este 
incercarea de recuperare a ramanerii in urma a presei romane§ti, marcata, in comparajie cu 
presa maghiara, de condijiile vitrege de aparijie de dinainte de 1919. 

S-a incercat, in primul rand, sa se puna bazele unei prese cotidiene romanesti, aceasta 
insa continuand sa ramana o problema deschisa pana la 1940, presa cotidiana romaneasca 
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aflandu-se, de-a lungul intregii perioade interbelice, in inferioritate numerica faja de presa 
cotidiana de expresie maghiara. 7 

Prin revistele lui, Bihorul, nu ramane numai un spajiu pedagogic, o regiune fumizoare 
de profesori §i de idei educative ci si o realitate literara. Si micile reviste reprezinta in parte 
aceasta realitate. 
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7 In perioada interbelica, printre alte publicapi periodice bihorene, mai pu(in reprezentative se numara: „Gazeta de Vest” 
(1929-1940), „Muguri Noi” (1932), „Imagini” (1933), „Noua Gazeta de Vest” (1936-1940), „Tara Visurilor Noastre” (1937- 
1940), „Aurora” (1922-1923), „Familia” (1880-1943; 1965-1989; 1990-), „Flori de crang” (1933), revista de culture „Cele 
Trei Cri§uri”(1920-1940). Presa periodica bihoreana, atat cea romaneasca, cat §i cea maghiara, a avut un profil foarte divers. 
Dintre cele romane§ti, cel mai prestigios ramane, desigur, „Familia”, cu cele doua serii interbelice, redactate de 
M.G.Samarineanu: Seria a Il-a (1926-1929), care mai pastra in oarecare masura rubricatura §i fonnatul vechii „Familii” a 
lui Iosif Vulcan, dar mai ales seria a 111-a (1934-1940), cu un pronun(at caracter literar, cu numeroase colaborari de certa 
autoritate, preocupata in pemianen(a de men(inerea unui nivel ridicat al valorii colaboratorilor. Seriile interbelice ale revistei 
„Familia” au existat in paralel cu revista „Cele Trei Crisuri” (1920-1940), al carei prim numar a aparut la 15 aprilie 1920. 
Aceasta completa in mod necesar activitatea societa(ii culturale abundente §i pre(ioase pentru intreaga parte de vest a (arii. 
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THE CRITICAL RECEPTION 
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Abstract: The paper analyzes some tendencies and variations of Junimea’s critical and 
historiographical image, starting from the reference study on the topic written by Tudor Vianu 
in 1944. One of our main objectives here is to disscuss the distinctive types of Junimea’s 
reception, which was either wholesome - as a unitary group with homologous members and 
constant ideological-philosophical background or dissociated and preferential, singling out 
the mentor Maiorescu and alloting him the prestige of founder of the aesthetic autonomy in 
Roman ian criticism. 

Keywords: Junimea, literary criticism, aesthetic autonomy, conservatorism, literature- 
centricity 


Un subiect definitoriu pentru activitatea de istoric literar a lui Tudor Vianu il constituie 
gruparea Junimii. Autorul Esteticii ii dedica un substantial capitol, probabil cel mai relevant, de 
altfel, in Istoria literaturii romane (1944), scrisa in colaborare cu VI. Streinu si S, Cioculescu. 
Mai multe date recomandau afmitatea cercetatorului cu aceasta tema: unele surse ale formatiei 
sale intelectuale, apetenta pentru fdosofie, pentru critica culturala sau cea a ideilor, viziunea 
ponderata asupra evolutiei literare si legaturilor cu traditia, nu in ultimul rand - admiratia 
declarata pentru Maiorescu in postura sa duala de „estetician si critic literar”. 

Aici, Tudor Vianu se plasa insa pe un teren cu o istorie deja consistent^ a receptarii, al 
carei cel mai recent exemplu era chiar cunoscutul studiu lovinescian Titu Maiorescu si 
posteritatea sa critica (1943). Pe de alta parte, aceasta istorie evidentia deja si concentrarea 
comentatorilor pe figura liderului junimist, devenit model de neocolit al criticii literare. Eugen 
Lovinescu afirma deja ca, „desi conceptiile sociale ale lui P. P. Carp constituie miezul insusi al 
Junimii, in ochii posteritatii Maiorescu a absorbit-o cu totul: e razbunarea literaturii asupra 
politicii” 1 . Iar G. Calinescu confirma, la randul sau, ca „desi se vorbeste de Junimea ca de un 
corp organizat, operand in totalitate”, gruparea „in aspectul literar se confimda cu persoana lui 
Titu Maiorescu” 2 . 

Or, cel dintai aspect subliniat de Tudor Vianu il reprezinta tocmai omogenitatea 
gruparii, pe care o percepe nu numai ca pe „un curent literar”, dar ca pe o „adevarata structura 


1 Eugen Lovinescu, Istoria civilizatiei romane moderne, Minerva, Bucuresti, 1997, p. 188. 

2 G. Calinescu, Istoria literaturii romane de la originipana m prezent, ed. a Il-a, revazuta si adaugita, editie si prefata de Al. 
Pirn, Bucuresti, Minerva, 1982, p. 397. 
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moralS”, bazatS pe „integralitate si unitate, [pe] un mod de grupare a tuturor energiilor sufletesti 
dupS un plan unitar si cStre finalitati comune” 3 . Ea implied atat o unitate spirituals - „afmitSti 
viu resimtite intre personalitStile lor” - cat si una doctrinarS - „intelegere comunS a societStii, 
culturii, literaturii” 4 . Desigur, autorul Esteticii nu e cel dintai care sS remarce caracterul organic 
al Junimii: Eugen Lovinescu evidentia incS din Istoria civilizatiei romane moderne 
„solidaritatea intelectualS a unui grup de individualitSti si omogenitatea atitudinii fata de 
problemele culturale si sociale ale statului nostru” 5 . 

Vianu face insS din acest aspect miza centrals a studiului sSu, semn cS incerca sa 
depSseascS problematica estetic-literarS in care prestigiul maiorescianismului cantonase 
adeseori discutia. Cele patru trSsSturi prin care exegetul defineste junimismul sunt, asadar, 
suficient de generale incat sa poatS integra participant! din mai multe domenii culturale: 
„spiritul fdozofic”, „spiritul oratoric”, „ironia”, respectiv „spiritul critic”, semnificativ fiind si 
ca in acest din urmS caz Vianu evitS sa se fixeze pe „autonomia esteticului”, ci vorbeste de un 
mai generic „respect al adevSrului”, care cere „deosebirea dintre modalitStile lui in diferite 
domenii ale culturii” 6 . DacS junimismul nu se reduce la maiorescianism, nici Maiorescu nu se 
reduce - deocamdatS - la conceptia sa literarS. Vianu ii recompune, asadar, sistemul de idei pe 
un fundal comparatist, integrandu-1 intr-un moment european al gandirii sociale tipicS 
„Restauratiei post-revolutionare”. Dar urmSreste si dialectica ideilor sale estetice, intre viziunea 
„platonicS” inspiratS de Schpenhauer si cea „realistS”, produs al antropologiei istoriste. 

in orice caz, o data ce traseazS profilul maiorescian, exegetul urmeazS sa se concentreze 
in partea a doua a studiului pe actiunea si rezultatele literare ale Junimii, mai mult decat ar fi 
anticipat-o premisele generoase expuse in prima parte. In definitiv, e vorba, totusi, de un capitol 
dintr-o istorie a literaturii romane. Pe de altS parte, prezentarea „marilor creatori” ai grupSrii - 
Eminescu, Caragiale, CreangS, Slavici - nu este nici ea strict esteticS, Vianu relevand cu 
precSdere modul in care ei reflects anumite aspecte ale vederilor junimiste generale: 
„conservatorismul radical” al lui Eminescu, complementaritatea dintre interesul lui Caragiale 
pentru „civilizatia burghezS” si cel al lui CreangS pentru spiritul popular etc. In consecintS, cu 
toate cS trateazS niste scriitori ireductibili, pe care e constient cS nu-i poate reduce la niste 
„manifestSri de grup”, criticul incearcS mereu sS pSstreze perspectiva de ansamblu, in sensul 
gestaltist afirmat incS de la inceput, care implied un adevSrat metabolism al selectiei literare: 
„ca orice organism, Junimea devine ea insSsi asimiland o substantS strSinS. in aceastS lucrare 
se pSstreazS ceea ce se potriveste intregului si se eliminS ceea ce nu-i convine. Indoita operS de 
asimilare si eliminare nu este exercitatS atat prin actiunea constientS a criticii literare, cat prin 
fimctiunile inconstiente ale vietii care se dezvoltS” 7 . 

in fond, presiunea intregului asupra pSrtii reiese si mai mult din faptul cS Vianu 
considers ca singurS versiune validS a operei eminesciene cea acreditatS de editia maiorescianS. 
Desigur, in timpul scurs de la propriul sSu studiu despre poezia lui Eminescu, G. CSlinescu 
revelase un intreg continent eminescian intins dincolo de antumele poetului. De aceea, Vianu 


3 Tudor Vianu, Opere. 3. Scriitori romani. Sinteze, antologie si note de Matei Calinescu si Gelu Ionescu, postfata de Matei 
Calinescu, text stabilit de Cornelia Botez, Bucuresti, Minerva, 1973, p. 444. 

4 Tudor Vianu, Opere. 2. Scriitori romani. Sinteze, ed. cit. editie ingrijita de Matei Calinescu si Gelu Ionescu, text stabilit de 
Cornelia Botez, Bucuresti, Minerva, 1972, pp. 130-131. 

5 Eugen Lovinescu, Istoria civilizatiei romane moderne, ed. cit., p. 189. 

6 Tudor Vianu, Opere. 2. Scriitori romani. Sinteze, ed. cit., pp. 135-141. 

7 Idem, p. 194. 
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tine acum, in contextul discutiei despre Junimea, sa-si exprime dezacordul fata de studierea 
unui „Eminescu necunoscut, (...) care n-a tinut el insusi sa se dezvaluie. (...) Eminescu al 
manuscriselor este un Eminescu anterior lucrarii sale de autocritica, prin urmare un Eminescu 
dinaintea momentului cel mai caracteristic al actului sau poetic” 8 . Asa cum stim, acesta e un 
punct pe care viitorul nu i 1-a confirmat catusi de putin lui Vianu, caci descoperirea postumelor 
a schimbat radical fata eminescologiei. 

Per ansamblu, imaginea lui Vianu despre Junimea este suficient de cuprinzatoare, prin 
descrierea ambiantei epocii cu directiile ei culturale s.a.m.d., dar si de sintetica, prin tendintele 
sistematic expuse, incat sa devina o referinta obligatorie. De fapt, cu exceptia Artei prozatorilor 
romani, acesta ramane studiul vianesc cel mai citat in canonul scolar, mai ales dupa 1989, cand 
acesta si-a mai revenit din blocajul comunist in „analiza de text”, un lucru ce poate fi urmarit 
inclusiv in compendiile contemporane de pregatire pentru bacalaureat. Iar din aceasta privinta, 
trebuie sa recunoastem ca cele patru trasaturi formulate de Vianu au calitatea de a fi cel mai 
didactic si memorabil expuse in caracterizarea gruparii. 

Totusi, dincolo de circulatia sa didactica - intarziata, dar semnificativa - ar fi greu de 
spus ca Tudor Vianu ar fi reusit sa impuna in critica noastra o alta imagine a Junimii ori ca ar 
fi anticipat un anumit trend de receptare. Asa cum aratam, meritele sale in aceasta privinta stau 
mai ales in sistematicitatea expunerii si in tentativa corespunzatoare de a acoperi echilibrat 
ambianta epocii si doctrina gruparii, originile si istoricul sau, directiile cultural-ideologice si 
tendintele ei specific literare. Dar, in cele din urma, studiul sau constituie un excurs istoriografic 
corect, care pune foarte bine lucrurile in context, dar ramane deficitar tocmai prin lipsa stabilirii 
unei conexiuni cu prezentul. 

Caci postularea Junimii ca moment intemeietor al culturii noastre modeme ar fi cerut si 
implicarea posibilei sale posteritati, de orice natura - estetica sau ideologica - ar fi fost ea. Or, 
exact aceasta este directia de evaluare pe care a mers linia centrala a criticii noastre Lovinescu- 
Calinescu-Manolescu. Eventual cu pretul reducerii gruparii la o anexa a liderului ei, Junimea a 
devenit un certificat de descendenta pentru critica intitulata, in fond, post-maioresciana. Aceasta 
pozitionare a implicat o dubla strategic de lectura: pe de o parte, recunoasterea lui Maiorescu 
ca fondator dinastic, pe de alta parte, evaluarea ideilor sale critice din unghiul prezentului. 
Tudor Vianu nu insistase neaparat pe raportul dintre critica culturala si cea aplicata a mentorului 
Junimii, incercand sa le perceapa in acelasi conglomerat; in schimb, cei trei critici enumerati se 
concentreaza tocmai pe acest aspect si ii reproseaza toti, intr-un fel sau altul, lui Maiorescu 
deficitul de critica „estetica”. 

Oricum, climatul literarocentric de dupa liberalizare si recuperarea clasicilor va stimula 
si mai mult suprapunerea - sau reducerea - junimismului la maiorescianism. Desigur, in doua 
cercetari masive (1966, 1975), Zigu Ornea a parcurs cam tot ce se putea, documentar vorbind, 
din activitatea si domeniile de manifestare ale Junimii. Interesul strict istoriografic al volumelor 
sale nu e depasit nici astazi. Totusi, nu s-ar putea spune ca ele au avut un real impact pe piata 
locala a ideilor literare. in fond, dincolo de torentul de factologie, cercetatorul junimismului se 
situeaza pe o platforma de siguranta ideologica, prin prisma careia amendeaza constiincios 
doctrina conservator-liberala a Junimii. 


8 Ibidem, p. 242. 
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Pe de alta parte, Nicolae Manolescu confirma linia de recuperare exclusiv „estetica” a 
momentului junimist in Contradictia lui Maiorescu (1970). Pe valul declansat cu cativa ani 
inainte de refacere a legaturilor cu traditia critica antecomunista, Manolescu vede in mentorul 
Junimii pe „cel dintai critic roman”, ba chiar „Criticul exemplar” 9 . Nu doar subiectul eseului - 
care e „autorul”, si nu „gruparea” - reflecta extragerea lui Maiorescu din contextul Junimii; ci 
concluziile ca atare ale volumului, care evalueaza destul de critic validitatea practica, precum 
si valabilitatea in timp a principiilor teoretice - impartite, in fond, de Maiorescu cu intreg 
contextul gruparii sale -, dar nu se indoiesc de legitimitatea si actualitatea „spiritului sau critic”, 
indeosebi in sensul care i-a fost atribuit de disociere a esteticului. 

Tocmai aceasta posteritate estetica a gruparii va fi acuzata, implicit, de Sorin 
Alexandrescu, intr-un eseu inclus in volumul Privind inapoi, modernitatea (1999) 10 . Recurgand 
la concepte inspirate de Karl Mannheim sau Pierre Bourdieu, fostul apropiat al lui Tudor Vianu 
incearca sa reinnoade o linie de analiza sociologies a junimismului, ilustrata, cu intermitente in 
istoriografia noastra, de un St. Zeletin sau un Z. Ornea. Alexandrescu subliniaza si el aspectul 
coeziv al Junimii, pe care o caracterizeaza ca „microunivers inchis in el insusi” sau ca „mica 
lume autonoma”. Insa utilizeaza aceasta observatie pentru a aprecia forta de impact a acestui 
„grup de presiune” politica si culturala. Istoricul manifestarilor publice ale gruparii, ca si 
dinamica ierarhiei interne a membrilor sai il conduc pe comentator la concluzia ca Junimea 
evolueaza inspre ruptura dintre „tehnocrati”, „politicieni” si „intelectuali”. Aceasta deschide un 
nou capitol in cultura noastra, de-a lungul caruia „arta autonoma se naste in singuratate, pe cand 
politica isi face jocul la adapost”. Din pacate, Sorin Alexandrescu nu trage toate consecintele 
acestei concluzii. Ci lasa impresia ca trimite o armata de concepte asupra unui teritoriu deja 
cucerit, confinnand printr-o analiza plina de subtilitati ceea ce posteritatea exegetica a Junimii 
facea cat se poate de clar. Pe de alta parte, eseul se cuvine apreciat in contextul mai larg al 
bataliei revizioniste in care autorul Paradoxului roman era angrenat in anii ’90. Miza acesteia, 
abordata din multiple unghiuri de atac, o constituia polemica fata de „canonul estetic” perpetuat 
in cultura noastra postbelica, de ai carei profeti (manolescieni, in primul rand) Sorin 
Alexandrescu tinuse sa se delimiteze inca din anii ’60 (si nu intamplator atunci prin invocarea 
maestrului Vianu). Ca data inaugurala in impunerea canonului estetic, prin constituirea 
categoriei sociale a „intelighentiei”, momentul junimist ar fi trebuit sa constituie un punct 
decisiv pe harta acestei polemici. 

Oricum, desi nemultumirile lui Sorin Alexandrescu privind lunga domnie a esteticului 
sunt legitime, autorul impartaseste, fara sa-si dea seama, viziunea criticilor „estetici” despre 
mentorul Junimii, in masura in care il apreciaza indeosebi ca ideolog cultural, nu si ca ganditor 
politic. Tocmai dimensiunea social-politica a Junimii si a mentorului sau va fi, in schimb, 
reevaluata in anii 2000, doua contributii notabile in acest sens Hind cea a lui Ciprian Siulea, in 
Retori, simulacre, imposturi (2003), respectiv loan Stanomir, Junimismul si pasiunea 
moderatiei (2013). 

Daca cel din urma studiu isi propune sa legitimeze, prin radacina junimista, o traditie a 
gandirii conservatoare romanesti, intr-un mod insa lipsit de noutati ideatice si istoriografice, 
eseul lui Ciprian Siulea despre Maiorescu merita mentionat in contextul cercetarii de fata. 


9 Nicolae Manolescu, Contradictia lui Maiorescu, ed. a Il-a, revazuta, Bucuresti, Eminescu, 1973, pp. 265-266. 

10 Sorin Alexandrescu, „Junimea - discurs politic si discurs cultural”, in idem, Privind inapoi, modernitatea, Bucuresti, 
Univers, 1999, pp. 47-91. 
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Tanarul analist al ideologiilor culturale considera ca bogata exegeza a junimismului a perpetuat 
o imagine distorsionata asupra gruparii si indeosebi a liderului sau, prin faptul ca i-a simplificat 
teoria politica in directia conservatoare, adesea etichetata chiar „antioccidentalist”. Aceasta 
receptare a autorizat, in cazul lui Maiorescu, separarea gandirii sociale - considerate, pe drept 
cuvant, invechita - de practica in campul literaturii si, in consecinta, a determinat concentrarea 
exegezei pe aceasta din urma. Or, in opinia lui Siulea, singurul analist care a evitat aceasta 
dihotomie e tocmai Tudor Vianu: intr-o „interpretare lucida si echilibrata”, teoreticianul 
„contureaza un portret independent, coerent si mai ales credibil al doctrinarului Maiorescu si al 
rolului pe care 1-a avut in cultura romana”, evidentiind elementele de „liberalism”, 
„conservatorism”, „pragmatism” si „modemism” n din gandirea si activitatea liderului Junimii. 
Autorul Esteticii s-a dovedit, intr-adevar, foarte conciliant incercand sa surprinda specificul 
conceptiei maioresciene dincolo de polii traditionalism-progresism ce pareau inevitabili in 
privinta teoriei „fonnelor fara fond”: „apartinand prin metoda intrebuintata momentului 
Restauratiei, Maiorescu n-a cultivat totusi idealurile ei. Caci Restauratia era traditionalists, in 
timp ce Maiorescu dorea schimbarea starilor noastre in sensul modem al civilizatiei apusene 
(...) Nu punerea de acord a formelor cu vechiul fond de cultura al poporului va dori el, ci 
inaltarea acestui fond pana la punctul in care sa poata umplea formele goale si iluzorii la 
inceput’ ,12 . Desigur, Tudor Vianu nu va avea nici spatiul - dar e de crezut ca nici interesul - sa 
dezvolte o investigate amanuntita despre viziunea societala a lui Maiorescu. Un aspect pe care 
istoriograful 1-a subliniat, totusi, apasat a fost „virtutea pragmatica, organizatoare” a lidemlui 
junimist, spiritul practic care 1-a surclasat mereu pe „metafizician” si pe „teoretician”. Nu in alti 
termeni reia C. Siulea chestiunea atunci cand propune inlocuirea binomului traditionalism- 
progresism prin axa pragmatism-ideologie. Eseistul argumenteaza faptul ca dimensiunea 
politica a lui Maiorescu merita reconsiderata tocmai prin viziunea lui „pragmatica si lucida” 13 
care, fara sa fie reductibila la o ideologic precise, preconiza o reforma social-culturala concrete. 

in fine, accaste referintS tarzie si oarecum surprinzStoare demonstreazS cS unele din 
intuitiile lui Tudor Vianu si-au pdstrat actualitatea, chiar dacS teoreticianul nu le-ar fi dezvoltat 
pane la ultimele lor implicatii. Ea nu schimbS insS datele problemei, cel putin in ce priveste 
exegeza Junimii: autorul importantului capitol omonim din Istoria literaturii romane (1944) nu 
a reusit sS impund o imagine mai complexS a lui Maiorescu si a gandirii junimiste care sS o 
poatS concura pe cea fixate in linia Lovinescu-CSlinescu-Manolescu, o linie care, intr-un mod 
mai accentuat in perioada postbelicS, 1-a recuperat doar pe teoreticianul disocierii esteticului. 
De altfel, nu e lipsit de relcvantS in acest sens cS, intr-un comentariu altfel laudativ despre eseul 
lui Ciprian Siulea, Nicolae Manolescu ii intelege exact pe dos mizele, reafirmandu-si vederile 
dintotdeauna despre apolitismul criticii legitimate prin Maiorescu: ,,As merge mai departe §i as 
spune cd acest pragmatism, acest realism se cuvin injelese ca un refuz al ideologicului. In 
definitiv, ceea ce rcprosa Maiorescu pasopti^tilor nu erau atat ideile lor, cat felul in care se 
colorau ideologic, adicd retorica demagogice” 14 . 


11 Ciprian Siulea, Retori, simulacre, imposturi. Cultura §i ideologii in Romania, Bucuresti, Compania, 2003, p. 78. 

12 Tudor Vianu, Opere. 2. Scriitori romdni. Sinteze, ed. cit., p. 168. 

13 Ciprian Siulea, op. cit., p. 89. 

14 Nicolae Manolescu, „Adevaratul Maiorescu”, Romania literard, 22, 2003. 
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ANOTHER POLIPHONY OF COLOURS AND SPACES IN BACOVIA'S 

POETRY 


Maria Holhos, Dr., "Horea, Closed si Crisan" National College, Alba-Iulia and 
Andra Gabriela Holhos, LiceuI cu Program Sportiv, Alba-Iulia 


Abstract: Bacovia's work ranges within the evolution of Romanian symbolism reached at its 
maturity having Al. Macedonski, Mircea Demetriad, Traian Demetrescu, Stefan Petica, 
Dimitrie Anghel, Ovid Densusianu, Ion Minulescu as reference points. 

Bacovian works constitute the fourth stage, the stage of authentic symbolism, and the use of 
authentic and spontaneous symbols, of chromatic suggestions through intermediary hues in 
order to preserve the idea of impression, the conversion of musical instruments into poetical 
motifs as well as the special expressive structures create a specific unique universe. 

Bacovian lyrics continue to impress through the poet's effort to adopt a direct language with 
meaningful values capable of rendering human experience, be it at a certain period of life or 
overwhelmed by a sinister usually irremediable mood. 

In poetry, the bacovian atmosphere distinguishes itself through the harmony of inner and 
outside scenery and above all through the complementarity of space and colour. 

Keywords: simbolism, autentic, complementaritate, spatiu, culoare. 


Opera bacoviana se inscrie in evolutia simbolismului romanesc intr-o etapa de 
maturitate, avand reper pe AL Macedonski, Mircea Demetriad, Traian Demetrescu, Stefan 
Petica, Dimitrie Anghel, reprezentanti ai primei etape in lirica romaneasca, etapa experientelor, 
a tatonarilor. A doua etapa a fost considerate directia pseudosimbolista, avand ca teoretician 
pe Ovid Densusianu, autor al unei poezii prin excelenta citadine. Prin tehnica, mijloacele si 
motivele literare valorificate, Ion Minulescu marcheaza a treia etapa, a simbolismului exterior. 
Creatiile bacoviene formeaza a patra etapa, cea a simbolismului autentic. Cultivarea simbolului 
autentic si spontan, prezenta sugestiei cromatice prin intermediul nuantelor mijlocitoare in 
pastrarea ideii de impresie, covertirea instrumentelor muzicale in motive poetice, structurile 
expresive de exceptie sustin un univers specific, inconfundabil. 

Lirica bacoviana continua sa impresioneze prin efortul poetului de a adopta un limbaj 
direct, cu valorile denotative capabile sa surprinda experienta umana, fie intr-o anumita etapa a 
vietii, fie coplesita de o sinistra stare, de obicei iremediabila. Complexitatea starilor sufletesti 
(astenia generalizata, depresia cu multiplele ei forme, refuzuri vehemente, singuratatea cu 
amplificari cosmice, strigatul de tristete ori de durere, sensibilitatea zdruncinata, frustrarile 
inexplicabile, teama de a trai intr-o lume ostila, disconfortul provocat de spatiile inchise sau 
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deschise etc.) prezente in creatia lui G. Bacovia exprima o stare de spirit care il particularizeaza, 
creand astfel o „poezie de atmosfera”. Despre poet se sustine ca: „a trait ca intr-o singuratate 
dezolanta, din care si-a alimentat obsesiile si visele-i monotone, si niciun om, nicio activitate 
n-au izbutit sa-1 inroleze in batalioanele zgomotoase, entuziaste si creatoare ale vietii sociale.” 1 

in poezie atmosfera bacoviana se particularizeaza prin concordanta peisajului interior 
cu cel exterior si mai ales prin complementaritatea dintre spatiu si culoare. 2 Universul sau liric 
devine de necofundat prin prezenta obsedanta a elementelor de decor: camera goala, salonul 
larg si gol, cazarma, gradina (orasului) ravasita, gradina devastata, strazile desarte, parcul 
devastat, fatal, pustiile piete, podul de fier solitar, targul parasit, zavoiul decadent, cavoul, 
cimitirul, abatorul, orasul, cdmpiile pustii, intregul pamdnt care pare un mormant etc. 
Considerat de unii critici literari „marele, esentialul, neegalatul provincial al poeziei 
romanesti” 3 , de altii este apreciat in linii mai ferme, chiar daca punctul de plecare include un 
piedestal comun: „poetul deznadejdilor provinciale - si e drept, cadrul targului invaluit in 
saracie, cu gradina publica, abator, cazarma, panorama, cafenea, cinematograf, cu geamurile 
iubitei (din recuzita romantica), e usor identificabil. Cu toate astea, a-1 intarcui in zarile stramte 
ale Bacaului sau, caruia poetul i-a adoptat numele, invedera scurtimea de vedere. Ca la toti 
adevaratii poeti, realitatea e depasita si ridicata la semnificatii generale.” 4 

Elementele spatiului interior sunt simple, statice, iar eul bacovian pare (intuit. De la 
cavoul animat doar de scartaitul coroanelor de plumb (Plumb) reprezentand un spatiu inchis, 
eul liric se transpune in vastul cavou (Amurg), prin aceasta metafora se actualizeaza obsesia 
spatiului inchis, apasator patruns de atotprezenta mortii. Surprinzatoare ca imagine este 
extinderea metaforei cavoului la un spatiu aparent larg, deschis. Ea a fost, de fapt, pregatita de 
repetarea insistenta a culorii argintii (de argint) prin care peisajul si-a pierdut naturaletea.“ 5 
Casa, in vesmantul personificator al tristetii, devine martora abrutizarii din cauza alcoolului: 
Ca Edgar Poe ma reintorc spre casa, 

Ori ca Verlaine, topit de bautura 
Si-n noaptea asta de nimic nu-mi pasa 

Apoi, cu pasi de nostima masura 

Prin intuneric bajbaiesc prin casa, 

si cad, recad, si nu mai tac din gura. (Sonet) 

Cu ajutorul metaforei case de fier in case de zid poetul anuleaza orice posibilitate de a 
comunica, ipostazele lirice ramanand prizoniere singuratatii dincolo si dincoace de ziduri. 
(Nocturna) Un alt spatiu, un tablou dezolant de periferie, este crasma umeda, murdara (Sonet) 
sau posibil loc al eliberarii de toate apasarile vietii (Spre toamna). in alte situatii spatiul inchis 
surprinde prin prezenta fortelor malefice: Strigoii la crasma in pod au intrat (Strigoii) si devine 
„lume a spectrelor, printre care poetul insusi isi poarta pasii, martor si participant la savarsirea 


1 F. Aderca, Contributii entice, vol. II, editie, prefata si note de Margareta Feraru, Editura Minerva, Bucuresti, 1983, pp. 167- 
168. 

2 Exemplificarile sunt din capitolele: Plumb (1916), Scantei galbene (1926), Cu voi (1957), Comedii in fond (1936), Stante 
burgheze (1946), Poezii (1957), Din periodice. 

3 Ibidem. 

4 Serban Cioculescu, Aspecte literare contemporane, editia a Il-a, Editura Minerva, Bucuresti, [1942], p. 139. 

5 Rodica Zafiu, Poezia simbolista romdneasca, Antologie, introducere, dosare critice, comentarii, note si bibliografie de 
Rodica Zafiu - Lector la Universitatea din Bucuresti, Editura Humanitas, 1996, p. 256. 
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unor mistere negre.” 6 7 Odaici devine spatiu al singuratatii graduale: Am fast atat de singur, si 
singur am ramas /.../ Si-n mijlocul odaii tot singur maprezint (Dormitand). Alteori devine loc 
al proiectarii intensitatii emotiilor: 

S-apropie-ncet miezul noptii, 
si suna a frunzelor hora - 
Eufug din odaie-n odaie, 

Cand bate satanica ora. (Miezul noptii) 

Sau chiar un loc al dialogului imaginar cu umbra intransigents, inzestrata cu o tonalitate 
justitiara: 

O umbra, in odaie, pe umeri m-apasa - 
Vedeam ce nu se vede, vorbea ce nu era. 

-Poti sa te culci, e ora si noaptea-ntarziata, 

Vei scrie alta data, orice, si tot nimic. 

O umbra esti acuma, si pot sa te ridic, 

Lasand odaia goala, si lampa afumata. (Umbra) 

Efectele izolarii si deznadejdii se amplified alungand chiar si speranta de a se identifica 
un posibil univers al implinirii in iubire, „descrierea propriei camere, insalubra si neprimitoare, 
in care nici muzele nu indrazneau sa intarzie: 

Odaia mea ma inspaimanta 
Aici n-ar sta nici o iubita 
Prin noapte, toamna despletita, 

In mii defluiere canta. (Singur)” 1 In poezia Spre toamna sunt alternate spatiile interioare 
reprezentate de casa poetului si casa iubitei. Nelinistea domina si, fara sa-si gaseasca echilibrul, 
eul liric este tentat de refugiul intr-o crasma, dar nici aceasta nu este o alternativa pentru 
alungarea deznadejdii, deoarece „percepand limitele spatiului, indiferent de natura lui, poetul 
incearca angoasa si sentimentul tragic al existentei ca recluziune. Claustrofobia si agorafobia 
se intalnesc practic in aceeasi senzatie a captivitatii si damnatiunii intr-un univers intermediar.“ 8 
Finalul poeziei este o acceptare a inevitabilului, dezolanta casa, (Si-acolo ma-nchid ca-n sicriu.) 
prin transfigurarea elementelor din tabloul realist, devine locul de manifestare a gandurilor 
delirante in disperarea existentiala. Viziunea bacoviana sumbra se reia in Finis prin 
dimensiunile amplificate (vasta sala), sau asocieri cu nuanta oximoronica (Dar in lugubrul salii 
pufneau in ras sarcastic/ Si Poe, si Baudelaire, si Rollinat.). Spatializarea imaginatiei pare sa 
sporeasca miracolul bacovian, iar prezenta oglinzii in decoruri agraveaza criza identitara, 
amplificand starea de solitudine sau ipostaza de ratacitor „fara tinta prin lumi interioare 
alternative.” 9 In creatiile lirice bacoviene este prezent interiorul tristului, tacutului salon 
(Trudii). Invocatia din debutul poeziei, asociata cu indemnul de a repeta un cantec lugubru, 
realizeaza o relatie intre realitate si transfigurare. Interiorul salonului este denaturat prin 
proiectarea sentimentului dezolarii. in creatia literara Poema in oglinda interiorul salonului ar 


6 Dan Grigorescu, Directii in poezia secolului XX. Editura Eminescu, Bucuresti, 1975, p. 54. 

7 loan Mihut, Simbolism, modernism, avangardism. Indrumari metodice, Editura Didactica si Pedagogica, Bucuresti, 1976, p. 
33. 

8 Daniel Dimitriu, Bacovia, Editura Junimea, Iasi, 1981, p. 138. 

9 Dinu Flamand, Experimental Bacovia in vol. George Bacovia, Plumb. Prefata de Dinu Flamand, Bucuresti, Litera, 2009, p. 
30. 
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primi o nota de optimism prin prezenta structurii „plin de vise.” Sentimentul dezolant al 
deznadejdii este sustinut si de prezenta altor elemente in decorul bacovian: cazarma cu sunetul 
metalic al gomistilor, catedrala cu turnu-i sever si trufas/ dom, cetate...blestemata/ castel, palat 
(boieresc), liceu - cimitir, , scoala, muzeul pustiu/muzeu fibros, cinematograf, turnuri 
departate, ban, cafenea goala, gara, suri invechite, locuinte lacustre etc. Rolul lor este de a 
sustine dezolarea peisajului, tristetea continua, deseori drumul sau launtric plecat din constiinta 
primeste o directie coboratoare, semnificand prabusirea sufleteasca. in acelasi timp este necesar 
sa urmarim ca „poezia sa contine accente de protest si ironie amara, imbracate in haina 
simbolurilor - de la asemuirea scolii vremii cu un cimitir al tineretii sale” 10 {Liceu) la muzeul 
pustiu, ori sumbrul muzeu fioros {Panorama). 

Relatia dintre cadrul interior si cel exterior conduce spre acelasi tablou al obsesiei 
sumbre si spre eliberarea privirii din limitele lumii vizibile (gestionand cu abilitate relatia dintre 
vizibil si invizibil, dintre viata si moarte) deseori conducand spre un declin din uman spre 
inuman, intoarcere spre un inceput al vietii. Elementele de legatura dintre cele doua universuri 
par sa fie reprezentate de: usa {Un cantec, De iarna), geam/ fereastra {Nocturna, Amurg, 
Zgomote, Meridian, Hibernal noptat, Doina, Scantei galbene, Dormitand, De iarna, Dialog de 
iarna, Din vremuri), stresini {Spre primavara) podul {Plumb, Strigoii), horn {Decembrie). 
Reperele spatiale preluate din lumea citadina sunt in numar restrans: strada/ drumuri/ bulevarde/ 
alei, piata/ targuri, pare/ gradina (orasului), abator, cimitir si mai rar fantana, poduri de fier, 
patinoar, „mahalali” etc. Universul citadin contemporan este perceput preponderent in 
dimensiunile negative: „spatiul [...] este observat in consecintele sale alienante, irationale, 
distructive, invaluit in saracie, putred populat de un om depersonalizat, impasibil, aproape 
pietrificat. Orasul insumeaza nesfarsite seevente tipatoare, contrastante, palate cu porti inchise 
si cartiere sarace traversate de canale cu sange animal, valmasagul extravagant, alaturi de 
scenele terifiante {scene de spital) cazarmi, azile etc.“ n Dorinta de evadare din cotidian este 
sugerata de prezenta unor repere spatiale mai indepartate: zavoiul decadent {Vant), lanuri de 
grau {Strigoii) crangul {Plumbul de toamna) imens pustiu {Oh amurguri, De iarna) camp/ 
campuri cu apa/ lunca/ dumbrava {Amurg de toamna, Scantei galbene, Crize, Ecou de romanta, 
Arminderi, Boema, Romanta), codrul salbatic/ padurea sonora {Melancolie, Gol, Furtuna, 
Furtuna, Noapte de vara), dealuri {Amurg), culme/ vai/ rape (Pe deal), zarea innoptata {Tablou 
de iarna, Tu ai murit), tarm/ stanci de mare {La tarm, Memento), la tara {Toamna in targ, 
Excelsior). Specific liricii bacoviene e faptul ca „spatiul exterior, indiferent de configuratia lui, 
provoaca neliniste si dezolare.“ 12 Sunt prezente, adevarat in numar foarte restrans, cateva 
indicii spatiale exotice: Orient {Cu voi, Toamna in targ), vechiul continent, tara desertului / 
Cnalul de Suez/ Nilul/ Teba/ Sfinxul/ tara hieroglifelor, mari, ocean, America, {Eghipet, 


10 loan Mihut, op. cit., p. 33. 

11 V. Fanache, Damnatie, decadenta, cadere in vol. V. Fanache, Bacovia in 10poeme, Editura Dacia, Cluj-Napoca, 2008, p. 
17. 

12 Daniel Dimitriu, Bacovia, Editura Junimea, Iasi, 1981, p. 127. Cf. Ion Negoitescu, Scriitori moderni, Seria Lampa lui 
Aladin, Cuvant inainte de Emil Hurezeanu, Antologie, postfata si nota biobibliografica de Mihai Ungheanu, Editura 
Eminescu, Bucuresti, 1996, pp. 148-149: „Orasul bacovian e al pietelor pustiite de vantul toamnei, al strazilor umezite de 
ploi, al abatoarelor ninse, al inmormantarilor din toiul caldurilor de vara, al procesiunilor proletare, al patinoarelor triste, al 
muzeelor fioroase cu masti de ceara, al fecioarelor nebune si transfigurate cantand goale la clavir marsuri funebre, si al 
propriei umbre halucinante a poetului, care gesticuleaza in nestire prin parcuri si pe bulevarde. In mijlocul acestui oras, ca un 
cavou, intr-un cimitir nins si friguros, sta locasul poetului, unde planeaza o muzica stranie, infioratoare, ca scartaitul 
coroanelor de plumb.” 
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Ebreid). Cosmosul este reflectat prin prezenta elementelor celeste: cerul (De iarna, Ecou de 
romanta, Curaj, Seara, Vreodata, Nihil, Cogito), stea/ astre (Ca maine, Apus, Vreodata, 
Meridian, Arhaism ), soare {Curaj, Si toate, Seara ) luna ( Noapte de vara, Romanta). 

Curiozitatea de a cunoaste presupuse limite este evidentiata prin folosirea unor 
substantive sau adverbe cu valoare spatiala (uneori aflate in perechi antonimice): acolo (Sic 
transit, Moderna), inainte/ inapoi, oriunde {Nervi de toamnd), intreg pamantul {Note de toamna) 
cercul lumii {Vobiscum), zarea {Gri, Gol, Amurg, Imn ) departe {Seara, Requiem, Dupa-amiaza 
calda, De iarna), nemarginire {Nihil novi), neant (Sine Die), haos {Pulvis), infinit {Nervi de 
primavara, Dialog de iarna, Alb). Se pot adauga si cativa tenneni cu nuanta religioasa: 
dumbravi sacre (Imn), „imensitate, vesnicie” {Pulvis), rai, iad. Aceste dorite racordari la 
coordonate universale apar in creatiile de maturitate si ele reamintesc de persistenta stare de 
apasare bacoviana, in care eul liric se considera un permanent prizonier: „Pe cat de tentat pare 
autorul Plumbului de a fugi din propriu-i centru, acest reper tragic, pe atat de nelinistitoare la 
el e circumferinta, marturie inevitabila a limitei. Recluzionar e pana si un camp dormitand, un 
imens rotund, taram hibernal sumbru, neaderent in vreun chip, din care un corb naucit, analogon 
himeric al poetului, nu poate scapa. Nici o iesire din cerc!“ 13 Forma cercului primeste valente 
negative, de constrangere, privare a libertatii: In cercul lumii comun si avar... {Vobiscum). 

Urmarind evolutia eului liric in complexitatea spatialitatii, se poate observa ca 
„...geometria textului bacovian descrie o rotire in descrestere si cadere, sugestie a iminentului 
crepuscul. La finalul acestor rotiri cu circumferinta in descrestere, negrul corb isi va fi incheiat 
repetata, lugubra calatorie, el se va confunda cu punctul, peisajul devenind cel din Pulvis, al 
pustiului alcatuit din praful de plumb, imaginea ultima a cercurilor moarte.” 14 Prizonier al 
starilor obsesive, poetul transmite prin creatiile sale singuratatea invariabila a individului, 
recurgand la o augmentare a starii de solitudine cu ajutorul dimensiunilor spatiale deoarece 
„lumea exterioara se afla intr-o relatie cu o seama de constante care subinteleg tocmai analogii 
impecabile.“ 15 Dimensiunile negative afisate in prim-planul textului liric contribuie la sugerarea 
unor stari sau atmosfere fiindca: „...Bacovia deseneaza cu cioburile lui de cuvinte, imaginea 
concret-spectrala a unei lumi coplesite de propriul mecanism si de propria materialitate. E 
imaginea unui real caruia, radiografiindu-i, notandu-i reductiv dezastruoasa deformare, ii releva 
infatisarea scheletica...“ 16 

Urmarind corelatia dintre semnificatia culorilor si cea a reperelor spatiale se poate 
afirma ca poetul a mizat pe o complementaritate, manifestata in mod pregnant in realizarea 
universului interior/ exterior. Elementele obsedante ale unei lumi imaginare, proiectie a starii 
sufletesti depresive, aproape alienante, primesc culori cu valente tragice, menirea lor fiind de a 
crea o anumita viziune asupra lumii si a vietii. In situatii mai rare pot fi identificate elemente 


13 Constantin Ciopraga, Personalitciteci literaturii romane, Editura Princeps Edit, Iasi, 2007, pp. 280-281. 

14 Alexandra Ciocan, Configurari obsesive in simbolismul romanesc, Editura Limens, Cluj-Napoca, 2011, p. 201. 

15 Daniel Dimitriu, Bacovia, Editura Junimea, Iasi, 1981. p. 131. Cf. Alexandra Ciocan, Configurari obsesive in simbolismul 
romanesc, Editura Limens, Cluj-Napoca, 2011, p. 211: „Linia dintre existenta si inexistenta este oricum foarte fragila - semn 
ca sub anumite aspecte, atat timpul si spatiul sunt deja castigatorii bataliei; tot ce lipseste este un minim gest pentra a arunca 
eul tremurand in prapastia nimicului - adica de a-1 scoate din ultimul cere, stramt, in care locuieste cu intennitenta. Asta se 
poate traduce fie prin atingerea punctului de jos al spiralei descendente propuse de V. Fanache, fie chiar prin scoaterea in 
afara spiralei si, deci, a desfasurarii temporale a existentei (oricat de chinuitoare).“ 

16 loan Milea. Materialitatea in vol. loan Milea, Lecturi bacoviene, Editura Limes, Cluj-Napoca, 2010, pp. 53-54. 
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specifice universului interior inzestrate cu nuante asociate. Ele fonneaza cadre in care spiritul 
incremeneste sau anesteziaza vitalitatea. 

Albul bacovian se remarca prin apasarea obsesiva, stare sugerata si in asocierea cu alte 
culori. Prezenta albului ( Singur, Amurg de iarnd, Alb ) pentru stele, ninsoare, campie, salon este 
estompata de celelalte elemente ale decorului, transformand universul bacovian intr-un noian 
al tristetilor, al starilor depresive. Abundenta de zapada (Decembre, Nevroza) anihileaza 
farmecul iemii, transformand anotimpul intr-un calvar prin prezenta intunericului, ninsoarea 
devenita adevarat potop, targul pustiit deoarece ninge ca in cimitir. Albul asociat cu masa 
parasita (Poema in oglindd), orasul animat doar de vant (Plumb de iarnd), o blonda imaginara 
(Dormitand), o cocota (Contrast), domnita scaldata in sineala (Balada), luna moarta 
(Renuntare) i§i pierde efectele pozitive, transformandu-se in simbol al obsesiilor. Poetul 
foloseste nenumarate valente ale culorii albe, extremele Hind de la simbol al mortii (Decor), la 
simbol al sperantei de viata (Note de primavara). Daca in asocierea cu negrul simboliza 
ncfiintarca, albul este alaturat culorii roz (Imn, Note de primavara), declansand stari emotionale 
discret pozitive, pentru timpuri de mult trecute. Rozul solitar (Sa ne iubim, Romania) nu poate 
anihila starea de singuratate dintr-un cimitir sau esecul unei intalniri. Impreuna cu violetul 
(Sfarsit de toamna) nu reuseste sa animeze decorul autumnal al locurilor pustii, al 
descompunerii. in combinatie cu rosul, efectul este maladiv, spre situatii iremediabile (Tablou 
de iarnd, In iarnd). 

Nuantele de cenusiu si negru par preferate de G. Bacovia simbolizand moartea, pericolul 
iminent al acesteia, obsesia departelui. In culoarea neagra sunt descrise: braie, umbre, tablouri 
(Singur) pansele, haine (Ecouri de serenada), sal (De iarnd) sicrie (Negru), veste (Tu ai murit), 
gandul innegrit (Gri), destin (Piano), croncanit (Oh amurguri), noapte (Sonet). Nuantele de 
negru sunt sugerate de adjective: afumate, carbonizate, arse, noian negru (intens), funerar, 
indoliat. Uneori se afla in contrast cu albul pentru a sublinia o atmosfera dezolanta (copaci, 
pene, frunze in poezia Decor) incat „principiul adanc al antinomicului, al provocarii si 
potentarii reciproce a contrariilor se exercita din plin, punand in cumpana dialectics golul si 
plinul.” 17 

.Culoarea gri este sugerata de prezenta plumbului, (Gri, Plumb), sau al formei verbale 
„ninge gri” (Gri) si cu ajutorul ei se creeaza o viziune tragica asupra lumii si vietii, inspirand 
raceala tabloului funebru. 

Rosul primeste valori patetice si stridente (Sonet, Amurg, Amurg de vara, Seara), iar 
alteori devine culoarea tenebrelor. In textul liric „culoarea bacoviana emana dintr-o intentie 
subiectiva, e un decor astemut peste lumea din jur cu precisa fimctionalitate estetica.“ 18 De la 
forme prin care este surprinsa realitatea (raza de sange - Amurg de vara) la forme voit exagerate 
(lacrimi, amurg, dealuri, lac, toate par de sange - Amurg, ), apoi la abundenta morbida (Tablou 
de iarnd, Matinala, In pare), in cromatica bacoviana deseori - in special pentru rosu si negru - 
„culorile sunt imprumutate lucrurilor pentru a li se sugera pieirea, starea precara si a le preface 
intr-o pata neagra, nediferentiata si epuizata de sens...” 19 Alteori insistenta de a prezenta 


17 Mihai Cimpoi, Sfintefiri vizionare. Mari scriitori romani: medalioane literare, Editia all-a revazuta si actualizata, Editura 
EuroPress Group, Bucuresti, 2007, p. 39. 

18 V. Fanache, Bacovia in 10poeme, Editura Dacia, Cluj-Napoca, 2008, p. 52 

19 Ibidem , p. 65. 
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decoruri dezolante pare obositoare 20 cu toate cS lirica bacovianS se poate diferentia „..prin 
tocmai absoluta acoperire, panS la nediferentiere, dintre constiinta acut dramatics si poezie.“ 21 

Violetul s-a consacrat culoare bacoviana prin excelentS. Cu rol de imagine-cheie a 
obsesiei (Amurg violet ) primeste diverse valente de insistentS a obsesiei ( Oh, amurguri, Plumb 
de iarna, Matinala, Poema in oglinda, Amurg I, Amurg II, Din anna, Nervi de toamna), doar o 
singurS subliniere a prospetimei (Note de primcivara). 

Galbenul e mesagerul sufletului ars, simbolizeazS dominante sufletesti, uneori apare 
sugerat (blondS, auritS, soare) si reprezintS caracteristici pentru frunzS, alei, geamuri, fanare, 
ratiune, pantofi, copil. Si cromatica bacoviana se inscrie in aprecierea fScutS de Eugen Simion: 
„Simbolistii romani au revelatia uratului si valorificS rSul din univers, dandu-i (ca in poemele 
din Plumb si Scantei galbene) o culoare nationals incontestabilS.” 22 Si in situatia acestei culori 
apare o forma bcncficS, consideratS o nouS fiintare. Verdele este culoarea dominant optimistS: 
de la verde pal (Amurg), la „fanare verzi” ajungand chiar la verde-crud, simbol al vitalitStii. 
Albastru are o forma maladivS (grSdini vinetite - Toamna in targ, copil invinetit - Proza), dar 
si fonne prin care este redata starea de zbucium sufletesc. Florile cu sensibilitatea lor cromatica 
pot fi de culoare albastra (In iarna) chiar cand intampina iama. Culmile celeste se concretizeza, 
anticipandu-se dimensiunile cu nuanja cosmica prin nopti albastre (Si toate), albastru cer senin 
(Ecou de romanta), vis de albastru si azur (Note de primavara). 

Preferinjele estetice ale poetului §i intenjia evidenta de a obtinc unele efecte 
muzicale sau cromatice au conturat un univers poetic dezolant, atmosfera sumbra gasindu-§i 
corespondents in planul interior, sufletesc cu mijlocirea termenilor selectaji cu mare grijS. Fie 
cS este perceputS singurStatea, cadrul natural sau alteori universul citadin, sugestiile vizuale, 
olfactive sau cromatice se realizeazS cu fineje, stabilind corespondenje, transformand realitatea 
obiectivS intr-o realitate interioarS, a trSirilor personale. 
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SYMBOLISME ET IMAGINAIRE DE LA MEMOIRE PATERNELLE DANS 

L'CEUVRE DE JEAN ROUAUD 


Olivia Rusu 

"Gheorghe Asachi" Technical University of Iasi 


Abstract: Dans son deuxieme roman, Des hommes illustres, Jean Rouaud s’attache a une 
reverie, a une typologie de l ’imaginaire des quatre elements de la matiere. II s ’agit de la 
matiere terrestre a laquelle la fluidite echappe et qui represente le monde solide et energique. 
Evidemment, cette nouvelle reverie prouve etre etroitement liee a une puissante image de la 
famille, a I’un de ses membres essentiels. Autrement dit, Rouaud attache, par de multiples 
reseaux, au pay sage breton - illustre maintenant par pierre et menhir - la figure paternelle et 
son pouvoir procreateur. Paradoxalement, quoique la metaphore de la pierre suggere durete 
et force, Rouaud finit par y aj outer, de surcroit, une symbolique de fragilite. 

Keywords: roman moderne de la memoire; image paternelle ; symbolisme de la pierre. 


« Semaine apres semaine, les fils dessinaient en lignes brisees les chemins d’Ariane qui 
sourdement terrassaient notre pere Minotaure » 

Jean Rouaud - Des hommes Illustres 

1. Le menhir - pierre brute dressee 

Concentrons, tout d’abord, notre attention sur l’ecorce terrestre de la Bretagne, car cette 
region « n’est pas seulement pluie ou boue » (Richard, 1996 :50) mais aussi pierre, granit et 
roche. Suivant la legende de Promethee, procreateur du genre humain, les pierres ont conserve 
une saveur humaine, notamment l’energie creatrice et dynamique de la pierre brute qui eleve 
des temples : « (...) en levant ton ciseau sur la pierre tu la rendrais profane » (Exode, 20/25, 
Deuteronome, 27/5,1, Rois, 6/7). Tout comme la pluie, la pierre n’est pas une masse inerte, 
mais une en attente, en puissance. Bachelard l’affirme deja: « c’est l’etre humain qui reveille la 
matiere » (1942 :64), dans notre cas, la pierre brute. Le contact avec la main miraculeuse, 
continue-t-il, est le contact de tous les reves d’attouchement qui donnent vie aux qualites 
endormies dans un element (ib.). Ce n’est que la pierre brute, dressee en fleche verticale qui est 
le symbole de la relation entre le ciel et la terre, de la presence divine ou, tout au moins, 
d’influences spirituelles. A cet egard, les pierres - qui n’arrivent jamais a etre taillees - 
ramassees et alignees par le pere du narrateur ont des marques allusives : « prevenus par notre 


817 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


grand homine, nous nous attendions a un champ de tours Eiffel, a des gratte-ciel de pierre taillee, 
au lieu qu’elles n’etaient qu’une poignee a atteindre quatre metres. » (Rouaud, 1993 :61) 

De surcroit, il est bien evident que la realite materielle change a son tour l’etre humain, 
jusqu’a une superposition complete : « Le granit est une roche dure comine les hommes sont 
parfois durs: d’en avoir trop supporte. C’est une roche cristalline, magmatique, fonnee dans les 
entrailles de la terre. Les pressions sont si considerables que le volume d’une montagne 
vaporeuse est ramene a la dimension d’un diamant » (id. :43) 

De ce point de vue, d’ailleurs, celui d’une metamorphose du caractere pierreux et 
humain a la fois, ce paragraphe rappelle un autre, situe au debut des Champs d’honneur, celui 
ou Rouaud raconte comment la pluie metamorphose synesthesiquement la ville de Nantes : « 
Apres le passage du grain de traine qui clot la tempete, une voute de mercure tremblote au- 
dessus de la ville (...) Les vitrines lavees de pres resplendissent, le dome des arbres s’aureole 
d’une infinite de clous d’argent, Fair a la fraicheur d’une pastille a la menthe. La ville repose 
comme un souvenir sous la lumineuse clarte d’une cloche de cristal. » (Rouaud, 1997 :20). Ce 
n’est pas par hasard que nous faisons ce parallele entre deux elements qui metamorphosent et 
se metamorphosent a la fois : nous voulons souligner que ce passage d’un etat d’opacite a une 
transparence extreme signifie le pouvoir actif d’affirmation de ces deux elements. Dans cette 
optique, le granit - sous forme de menhir - exprime par lui-meme le principe masculin de virilite, 
tandis que la pluie, qui laisse la ville (et par metonymie, ses habitants aussi) dans une sorte 
d’attente a etre savouree, affiche le principe feminin. (Rusu, 2016). Bref, la pierre dressee (le 
menhir breton par son affirmation de fonction phallique) et la pluie (l’eau qui est retenue par 
les anfractuosites du rocher) suggerent des rites de la fecondite. De plus, du point de vue 
mythologique, le dolmen est considere l’habitacle des ancetres qui le fecondent. Certes, il faut 
illustrer ici l’episode de Comae ou le pere du narrateur s’ingenie a lire l’arrangement des 
menhirs comme une allegorie chiffree ; episode qui rappelle, en effet, 1’image de Stonehenge 
ou les druides assuraient les rites de regeneration (Rouaud, 1993 :77). 

2. Pere - pierre 

Le paysage patemel survient, en connexion avec les pierres, quand nous apprenons que 
Joseph, le pere du narrateur, a comme hobby le ramassement de fragments de menhirs, qu’il a 
«la passion des pierres » (Rouaud, 1993 :77) qu’il transporte dans un coin de son jardin. A son 
tour, il se sent lui-meme bati en pierre : « Lui, on le rangeait spontanement dans la categorie 
des solides. On devinait que les pierres avaient a ses yeux la qualite de l’homme estimable, qui 
protege, batit et ne plie pas. II etait devant un chaos rocheux, un menhir ou un mur savamment 
appareille comme devant un arbre genealogique. Par cette parente monolithique il se sentait de 
la famille. » (Rouaud, 1993 :79) 

Joseph amene souvent ses trois enfants a Comae: « En debut d’apres-midi nous avions 
parcouru les alignements de Comae. » (lb. :56) La parente monolithique » que le pere impose 
en quelque sorte a sa famille leur permet d’imaginer et de projeter meme la recherche d’un 
chemin disparu. Cet interet a la pierre lui permet d’exprimer la liberte de son propre esprit, 
basee sur les principes mathematiques et philosophiques des anciens : « Cette interpretation de 
Comae offrait au monde une allegorie chiffree. Tout etait dit, annonce, code : il suffrsait de 
mesurer. Comme il portait toujours sur lui un metre de ruban (...) il avait releve la distance entre 
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plusieurs menhirs supposes reproduire, cinq mille ans avant le maitre, le theoreme de Pythagore 
dans son rapport ideal: trois, quatre, cinq (...) II avait meme tente d’assister au lever du soleil 
sur la lande de Kermani au solstice de juin. » (Rouaud, 1993 :58) 

Cette vue sur le monde est un essai de Joseph de comprendre la realite d’apres ses lois 
a lui; les trois nombres pythagoriques dans leur rapport ideal impliquent une divination (nous 
pourrions penser aux cinq membres de la famille Joseph Rouaud dans un « rapport ideal» avec 
les trois membres de la famille primordiale, ou avec les quatre dimensions de la famille divine 
- le Pere, le Fils, le Saint Esprit et la Vierge). Conformement au Dictionnaire des symboles, de 
Chevalier et Gheerbrant nous signalons que: 

« TROIS est universellement un nombre fondamental. II exprime un ordre intellectuel 
et spirituel, en Dieu, dans le cosmos ou dans l’homme. II synthetise la tri-unite de l'etre vivant 
ou il resulte de la conjonction de 1 et de 2, produit en ce cas de l'Union du Ciel et de la Terre. 
»(1982 :972/Trois); 

«QUATRE est encore le chiffre qui caracterise l'univers dans sa totalite (le plus souvent 
il s’agit du monde materiel, sensible). » (1982 :796/Quatre); 

« CINQ est signe d’union, nombre nuptial disent les Pythagoriciens ; nombre aussi du 
centre, de l’harmonie et de l’equilibre. II sera done (...) le manage du principe celeste (3) et du 
principe terrestre de la mere (2).» (1982 :254/Cinq) 

Le pere essaie de decouvrir le cache, son secret par 1’interpretation des signes ou par 
une tentative de communiquer avec la divinite : les menhirs symbolisent, bien sur, la « fleche 
de granit» (Rouaud, 1993 :73) qui s’eleve vers Dieu tandis que leur arrangement, « dans un 
rapport ideal» suggere l’autel des anciens adeptes de Ra. D’ailleurs nous il convient de rattacher 
l’image de la pierre a celle de Saint Pierre, qui dans la mythologie biblique signifie la maison 
de Dieu. L’image dressee de la pierre et du pere (rappelons-nous sa tres haute taille) accentue 
« un motif axial: celui de la colonne vertebrale » (Richard, 1996 :52). C’est elle qui as sure la 
stability, l’equilibre, voire la permanence de la maison, de la famille. 

Mais rien ne peut etre etabli definitivement: «les resultats s’etaient reveles trop 
aleatoires (...)» (Rouaud, 1993 :58) ... tandis que la colonne vertebrale se recourbe sous la 
pesanteur de la pierre et se rompt au moment meme de la mort prematuree du pere. Signi flerait 
cela un... 


3. ...doute theiste ? 

Trois episodes significatifs indiquent une attaque, voire une demystification des motifs 
et themes bibliques et meme de l’image divine. 

Nous observons tout d’abord l’ironie mordante du narrateur qui sourit aux marques de 
la bigoterie de tante Marie. Mis a part le fait que c’est elle le courrier qui transmet la foi a la 
communaute entiere par ses billets paroissiaux, l’auteur est toutefois railleur envers la valeur 
qu’elle accorde a la parole ecrite pour... la transformer en miracle. II en est de meme pour les 
saints du «type Gourin » (Rouaud, 1997 :67) qui sont qualifies de « douteux » (ibid.) ou le petit 
trouble que la petite tante ressent quand Joseph, son neveu, la taquine d’un ton badin, lui disant: 
« Soulevez saint Michel et vous trouverez Mercure » (id. :67). Rouaud raconte, ensuite, avec 
humour que, dans un « perpetuel jeu avec le feu » (1993 :86), Joseph arrive a l’eglise toujours 
apres «l’introi't, le sermon deja bien entame... » (ibid.). Mais a l’occasion de la Fete-Dieu, le 
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grand Joseph s’occupe serieusement de la decoration du chemin par ou passe la procession du 
saint sacrement faisant bonne preuve de « ses qualites d’organisateur et d’inventeur. » (id. :88) 
Nous aurions de la peine a affirmer que c’est a cause de lui que le cure Bideau arrive a « marcher 
ceremonieusement dans la bouse » (id. :91), mais, n’empeche, Timage clericale est tournee en 
ridicule et serieusement ironisee. 

Enfin, a un niveau troublant et tragique cette fois, Tauteur souligne l’autre aspect de la 
pierre: les objets en porcelaine, lourds a soulever et surtout « fragiles, infiniment friables » 
(Rouaud, 1996 :152). Toujours rattaches au pere, ces objets (dont Torigine est sans doute la 
roche, mais sous forme de sable fondu) represented, au niveau symbolique, la faiblesse de 
Torganisme. Cette paradoxale fragilite du corps du pere atteint, comme ultime suggestion 
accablante, la brisure de son corps, sa mort prematuree. Ce n’est pas par hasard que Richard 
Tappelle « comrnis voyageur en porcelaine »(ibid.), donnant ainsi une image funeste a la pierre 
qui se casse. 

Compte tenu de ces trois episodes, parmi tant d’autres qui ont presque la meme 
signification, nous pouvons affirmer que, quelle que soit la forme sous laquelle est representee 
(ironiquement ou tragiquement), la notion de christianisme, chez Rouaud elle donne un regain 
a la souffrance naturelle. L’ironie envers le dogme sert de pretexte au narrateur d’affirmer 
1’innocence de l’homtne auquel on offre, a la place du paradis promis, une vallee de larmes ou 
sa sensibilite est sujette a la souffrance, a la mort des personnes cheries. Cette mort, « martingale 
triste » (Rouaud, 1997 :9) revele trop soudain et trop souvent son secret tragique a la famille 
rouaudienne. 

La disparition aussi brutale que violente d’une personne humaine qui n’a pas encore 
epuise ses valeurs (dans le cas de Rouaud la soit dite « maniere d’enfoncez-vous-qa-bien- dans- 
la-tete tout a fait inutile » (ibid.) est intimement bee au sentiment de culpabilite, de faute. 
D’ailleurs, de toute evidence, esthetiquement parlant, le tragique apparait comme le 
pressentiment d’une culpabilite sans causes precises et dont 1’evidence n’est pas discutee. 

La tragedie individuelle de Joseph est celle du pouvoir, voire du vouloir non- accompli; 
l’exces, provoque socialement par des guerres et personnellement par une cause inconnue, que 
nous appelons destin, renvoie a une seule finalite, - aussi sombre qu’emouvante - la mort. La 
tragedie, en general, est projetee dans le transcendent, « comme une explication consecutive au 
divorce de la divinite et de l’homme »(Domenach, 1967 :12). Elle aurait comme point de depart 
l’abandon de la divinite: «Le Pere a detoure des hommes son visage». Aussi apparaitrait-il chez 
Rouaud l’ironie a Regard du dogme chretien, le sourire un peu malicieux adresse aux clercs. 
Nous soulignons qu’un fait tragique presente d’une maniere ironique, augmente son caractere 
desagreable et desastreux (id. :36). Ainsi apparaitrait «l’essence tragique qui ne reside pas dans 
l’enchainement des peripeties mais dans la reaction a ces determinismes » (id., 2eme chapitre); 
notamment par l’apparition de la voix du narrateur, de son imagination, de sa memoire. Comme 
nous l’avons deja affirme, il s’agit ici d’une tragedie personnelle. 

En depit de l’abandon apparent de Dieu, de la pretendue demystification, il y a dans 
l’ecriture rouaudienne une signification de second degre, d’arriere-plan. Rappelons-nous les 
saints de la tante Marie: parmi ceux du type Gourin, il y a aussi saint Joseph qui « veillait sur 
la famille » (Rouaud, 1997 :71). Et le nom de ce saint n’est pas aleatoirement eponyme a celui 
du pere : quoique disparu, il continue a veiller sur sa famille et a la proteger. De surcroit, du 
point de vue biblique, c’est toujours saint Joseph qui a enterre Jesus dans la crypte d’ou il 
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ressortira ressuscite, vivant pour des siecles. C’est la mort que Rouaud veut demystifier, ce sont 
les morts de sa famille qu’il veut ressusciter par son ecriture. L‘homme pour Rouaud prouve 
ainsi etre l’objectivation la plus parfaite du souhait de vivre. 
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Abstract: Our article is intending to show Camil Petrescu ’s appetite, opening for all the 
dramatic genre species, as well as the profoundness of his analyses, his eye of a great observer 
and his writing’s calofilism, in con trast with the reluctance of the literarure theorician on the 
„beautiful writing”. Thus, a kid of „involuntary expressivity” (Eugen Negrici), which 
customizes the text of th theatre commenter. 

We also emphasized the professionalism of this polivalent journalist, who also practiced the 
cinema chronicle, the sports chronicle etc. 

Keywords : Actor, Chronicle, Performance/Show, Theatre direction, Theatre, Verdict 

Atat de mult a iubit si pretuit Camil Petrescu lumea, asa imperfecta, oportunista, cu 
uvertura deplorabila pentru intelectualitate, incat tocmai el, lipsitul de dragostea materna si 
patema, crescut de altii, a inteles sa comunice dezinvolt, transparent cu societatea, fie si cu 
auzul infirmizat dupa Primul Razboi Mondial, pe mai multe “voci”, in maniere variate: a 
poetului, a romancierului, a dramaturgului, a filosofului, a esteticianului, a eticului greu de 
abdicat de la norme si precepte seculare, a utopicului ca sentimentul, afectiunea vindica 
universul maladiv, il purifica, il retuseaza. 

Nu trebuie sa intindem punti comunicationale ca Voltaire si al sau Pangloss... 

Din aceasta panoplie, gazetarul nu poate lipsi atat mai mult cu cat intelectualul ce i-a 
impresionat pe universitarii bucuresteni nu a parasit niciodata “registrul ideilor gingase”, 
confesiunea, cu finalitate taumaturgica; nu a tradat presa, la care a purees inca de la 23 de ani, 
prin art. “Comediana”. Din acest motiv, a crezut in monada de publicist polivalent, faurar de 
gazete, realizand de multe ori totul, de unul singur, imitand astfel involuntar un ilustru inaintas 
din secolul anterior, redactor “fac-totum” la “Curierul de Iasi” (1875-1876), nimeni altul decat 
modelul sau intru gazetarie, Mihai Eminescu. 

1.1 PESTE TREI DECENII DE GAZETARIE 

O parte substantial;! a jurnalismului camilpetrescian abordeaza teatrul, primele articole 
find anterioare Primului Razboi Mondial, iar ultimele, dupa 1940. 

Daca prima etapa a insemnat colaborarea la Rampa, Facia, Capitala, Letopiseji - cam 
un deceniu, in preajma cataclismului mondial dintre 1914-1918-, oa doua a relevat vocatia de 
intemeietor ori conducator de periodice ( Banatul , Saptamana muncii intelectuale §i artistice, 
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Cetatea literara , Limba romana ) §i urmatoarea faza culmineaza cu migrarea catre presa de 
stanga ( Reporter , Cuvdntul liber). 

Demersul acesta redus la 86 de materiale a generat zeci de pagini viabile de teatrologie, 
caci s-a reflectat lucid §i responsabil asupra unor aspecte fundamentale din arta scenei: prestajia 
actorilor, regia, natura §i funcjiile teatrului, compatibilitatea dintre interpret §i rol, travestirea 
completa in personajul asumat. Fara a recurge la ierarhii, nu poate fi fctisizat adevarul ca, a§a 
cum spre finele secolului al XlX-lea, un Poet (Eminescu) a ridicat la cote inimaginabile cronica 
teatrala, tot asa, la peste o jumatate de veac distanja, un Romancier cu scriitura originala, el 
insusi sedus de personalitatea colegului de la Timpul, va stabili alte standarde in presa de 
specialitate dedicata Thaliei, intr-un interval de minimum trei decenii. 

1.2 ACRIBIA JURNALIS TULUI 

Camil Petrescu a facut legea ca si critic teatral, verdictele, sugestiile ori analizele-i 
pertinente inllucntand publicul §i surprinzandu-i pe confraji prin acribie. Multiplele si variatele 
opere dramatice reprezentate scenic il stimuleaza, il energizeaza pe rafinatul cronicar, altfel, 
sobru, vigilent cu actantii si structura comediei, dramei, tragediei, dezinhibat vizavi de 
capodoperele nationalc §i universale, intransigent cu inerentele minusuri spectaculare. 

Experimentatul om de teatru nu adopta un ton encomiastic, nici servil, umil, dimpotriva, 
probeaza obiectivitate, compctcnta cu privire la numele sacre, de la Moliere, Corneille, la 
contemporanii Romain Rolland, Luigi Pirandello, Bernard Shaw, in permanent, Camil se 
autocontroleaza, isi strunestc verbul si este parcimonios cu epitetele, fie ca este vorba despre 
Shakespeare sau alt titan al dramaturgiei. 

indeob§te, cronicile au urmatoarea desfa§urare: subiectul literar, relajia personaj- 
interpret, aportul regizorului, al responsabilului cu decorurile §i muzica si o propozijie la final, 
in alta cheie, memorabila, sentcnpoasa. Chiar daca se joaca o comedie a unei celebritaji cu 
numele de Rebreanu, daca fisurile sporesc nepermis, acribiosul comentator de teatru nu 
menajeaza pe nimeni. De pilda, autorului Plicului i se reproscaza abscnta dialogului §i replicile 
teme, insipide. 

Cateodata, se emit judecaji de valoare de ordinul istoriei teatrului romanesc. in opinia 
evaluatorului, nu Alecsandri, ci Caragiale a pus bazele teatrului romanesc, iar Alexandru Davila 
constituia dramaturgul zilei, in prezent uitat de critici si discret mentionat de istoricii literari. 

Cu aceea§i seriozitate, se examineaza spectacolele de la Teatrul Na|ional din Bucure§ti 
cu piese aparjinand lui V. I. Popa, G. M. Zamfirescu, M. Sorbul, M. Sebastian, beneficiind de 
cea mai inspirata distribute: Maria Ciucurescu, Nottara, Demetriade, Iancu Brezeanu, Iancu 
Petrescu, I. Mo dun, I. Atanasescu, I. Manu. Atunci cand se entuziasmeaza, cronicarul dramatic 
face lejer saltul de la national la universal si plaseaza pe orbita succesului european trei actant 
din Patima rope de M. Sorbul: Shill,, Castri§ §i Rudy, eroi comparabili cu cei ibsenieni. 

Scrisoarea pierduta ofera un spectacol rarisim, reunind toate valorile interpretative de 
la T.N. Bucure§ti. Necantonat in patriotismul local, profesionistul gazetar recunoa§te ca in Jara 
se mai practica aceasta arta §i la Cluj, Ia§i, Craiova, Braila. Mai mult decat atat, se profileaza 
un teatru al Vestului ( Teatrele de pretutindeni). Comportamentul inegal al unor actori in voga 
este amendat pe loc §i li se ofera chiar varianta salutara: evitarea unui rol §i pcrscvcrenta in 
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altele, mulate pe psihologia actorului. Concret, in Hamletul bucure§tean este admirabil 
Demetriade si mediocru Nottara, care se rcvanscaza in Viforul, Apus de soare, Oedip-rege. 
Titularului de protagonisti shakespearieni, Demetriade, i se fac alte recomandari. 

Paleta europeana mai cuprinde Gogol ( Revizorul ), H. Ibsen ( Per Gynt), Shakespeare 
(Femeia inddrdtnicd), prilej de icsirc la rampa a altor exponate feminine: Marioara Voiculescu, 
Aura Radovici, Maria Ventura; apoi se echilibreaza balanja prin elogierea lui G. Calboreanu, I. 
Finte§teanu. Atcntia criticului se indreapta §i spre altceva: formatorii de actori, recte profesorii 
universitari. 

1.3 FORMATORII DE TEATRU. GENIALIT ATE A ROMANEASCA 

In Comediana (ibidem, pp 395-396) marea artista Elvira Popescu a dominat teatrul 
parizian dupa ce, anterior, in fieful propriu din Bucuresti nu se impusese, nu impresionase, iar 
consecinta: „sali pe jumatate goale, cu actori amuzati, inconstienti” de ce valoare au langa ei. 
Camil Petrescu a intuit si a exprimat in propozitii simple, nefardate, pline de miez semantic, 
ascensiunea si succesul ex-bucurestencei: „Elvira Popescu este cea mai aproape de arta. E o 
creatoare.” 

Peste ani, ar trebui ca mass-media sa se incline cu veneratie si sa recunoasca in interpreta 
romana de pe scenele frantuzesti drept o mare actrita, cum de altfel si era. Finalul este unul 
metaforic si empatic: „Elvira Popescu e bucuria de a inflori a simtirii romanesti”. 

Astfel, in Profesoara, doamna Agatha Barsescu (Teatrul National Iasi) eclipseaza pe 
mul(i colegi din (ara, din Bucuresti, inclusiv pe cea metaforic supranumita „Tragediana scenei 
bucurcstenc”. Acclasi cec in alb i-1 acorda si unui universitar din capitala, in Decanul (p. 391), 
datat 1928. 

Polivalentul gazetar deschide noi orizonturi concepand, pe langa tableta sportiva, 
cronica cinematografica, focusandu-se pe Charlie Chaplin, cu pelicula Circul, cea muzicala, cu 
referire la George Enescu, recent primit in Academia Romana. Apropo de academicieni, de 
funejiile inalte: poti 11 o valoare mondiala, dar prea pu(in apreciat de catre ai tai. Subiectul 
acestui paradox: Emil Racovija, rector al Universitajii din Cluj, prcscdintelc Academiei 
Romane, membru de onoare al altor institujii europene, insa, in 1928, insuficient mediatizat si 
cu un numar mare de contestatari, semn ca gratitudinea la romani nu funejioneaza. Ca unele 
articole ar avea semnificajia unor minicapitole/ seevenje dintr-un tratat de teatrologie, ramane 
un fapt invederat ceea ce nu mira pe nimeni, cata vreme gazetarul avea un doctorat in domeniu, 
Modalitatea estetica a teatrului. 
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Abstract: Literary work of Ion Budai-Deleanu is, structurally speaking, an open question on 
humanity trends to reach happiness.. This question arises in a climate of the eighteenth century, 
when the trend toward happiness becomes an obsession, and ways in which might be achieved 
are methodically operated. According to this finding is easier to understand the structure of all 
the characters of Ion Budai-Deleanu. 

By Budai-Deleanu the Romanian culture establishes contacts with romantic European 
Enlightenment historiography, by which it reaches a modern interpretation. He stood out by a 
romanian general view of our history, to which he gave solid foundations by researching the 
language and the origins of and the romanian people. 

Keywords: Literature, gypsy, folklore, writer, romanian 


Scriitor, filolog si istoric, reprezentant de seama al Scolii Ardelene, „ adevarat poet al 
latinistilor” 1 , Ion Budai-Deleanu s-a nascutin 6.01.1760(7) in satul Cigmau apartinator orasului 
Geoagiu, pe valea Muresului, judetul Hunedoara si s-a stins din viata in 24.08.1820 in Lemberg. 

Acesta este primul copil dintre cei zece ai preotului unit Solomon Budai. 

Budai nu era un nume nou, Iosif Budai de Piskinez a fost facut arhiepiscop de Alba Iulia 
in 28 decembrie 1680. Intre anii 1780-1856, parohia din Cigmau a avut cinci preoti Budai, acest 
nume a dainuit mult timp printre taranii locului. 

Poetul face parte dintr-o familie de carturari, se stie cate ceva despre trei dintre firatii sai, 
Aron a fost „secretar de tesauriat in Sibiu” 2 , altul „impiegat la oliciul salinelor din Oradea 
Mare” 3 , al treilea ar fi Salamon Budai preot in satul Cigmau, in anul 1849 se deschide in acest 
sat, in casa invatatorului Petru Budai prima scoala. 

Locurile natale sunt descrise foarte frumos de catre marele poet, despre satul in care s- 
a nascut si 

si-a inceput studiile, spunand, ca are numele derivat de la cetatea Ceugmei a carei mine 
erau in acel sat, prezinta Hategul accentuand Retezatul, vorbeste despre tiganii pitoresti care isi 
au locuintele la marginile satelor ardelenesti, prezinta bisericile in pridvorul carora sunt pictate 
cu caracter umoristic inscriptii adecvate muncilor iadului, imagine care s-a pastrat in mintea lui 


‘George Calinescu, Istoria Literaturii Romane de la Originipana la Prezent, editia a Il-a, revazuta si adaugita, Editura 
Minerva, Bucuresti - 1982, p.75 

2 Ibidem, p.75 

3 Ibidem , p.75 
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datorita faptului ca era pictata in biserica unde mergea. Copilaria lui este marcata de mine 
romane, preoti si biserici, munti, rauri, obiceiuri taranesti, tiganime, aceste aspecte se regasesc 
in opera lui. 

Tatal lui Ion Budai-Deleanu, preot, si-a trimis fiul la Blaj, sa studieze la Seminarul 
Teologic, dupa tenninarea Seminarului de la Blaj isi continua studiile la Viena, urmand 
Facultatea de teologie, Facultatea de filozofie mai tarziu si Facultatea de drept, obtine titlul de 
doctor la Erlau. 

Dupa finalizarca pregatirii sistematice, nu simte chemare spre viata ecleziastica Hind 
dezamagit mai apoi si la Blaj, de episcopul Bob care era o persoana avara, inconjurandu-se de 
rude si asuprind calugarii, Budai spunand ca manca alta paine decat a musafirilor cu miros de 
grau ingropat, ramane o perioada in capitala Imperiului habsburgic, unde indeplineste mai multe 
ocupatii ( cantaret bisericesc, copist, traducator), isi indeplineste formatia intelectuala si 
artistica si dobandeste opiniile antireligioase ale Vienei iosefiniste. 

Biserica Sfanta Barbara este locul unde Ion Budai-Deleanu indeplineste functia de psalt 
si ii intalneste pe Samuil Micu, Gheorghe Sincai, Samuil Vulcan si Klain cu care devine prieten. 

Inca de la Viena, a inceput sa adune cuvinte pentru un „ Lexicon romanesc-nemtesc si 

nemtesc-romanesc” 4 , el fiind cu totul devotat studiilor literare, invatand Limba si 
literatura greaca, latina, italiana, franceza, germana, polona, studiind si culturile respective, dar 
si literatura spaniola si engleza. 

Ion Budai-Deleanu revine in Ardeal, munceste o perioada la Blaj, ocupand functia de 
profesor, insa stil mai nonconformist, mai putin exigent nu este de acord cu iezuitismul si se 
intoarce pentru tot restul vietii la Lemberg, capitala Galitei unde obtine postul de secretar de 
tribunal in urma unui concurs care cerea cunoasterea limbii romane necesara traducerii 
scrierilor moldovene, mai apoi ajunge consilier la curte, functie pe care si-o pastreaza pana la 
moarte. 

Atat partea profesionala cat si partea personala i se schimba in aceasta perioada, acesta 
casatorindu-se in anul 1793 cu Mariana de Mikolaewieze, parintii acesteia sunt armeni cu o 
stare materials buna si va avea cu aceasta trei copii, George Calinescu mentioneaza si numele 
unui ginere de-al sau Ludovic Lewandowski si precizeaza ca cei trei copii ar fi fost doua fete si 
un baiat. 

Marele nostru scriitor nu este o persoana necunoscuta si retrasa in Lemberg, el mentine 
relatii cu ardelenii, cu romanii din Polononia si Bucovina. Mitropolitul Veniamin Costache, in 
anul 1815, doreste sa-1 aduca profesor la seminarul de la Socola, dar propunerea a fost neonorata 
din motive necunoscute. 

in Moldova a fost foarte apreciat, aceste aprecieri se vad foarte bine cand Gheorghe 
Asachi, are discutii insistente, cu efect pozitiv pana la urma, reprezentand cumpararea 
manuscriselor de la familia scriitorului cuprinzand si Tiganiada. 

Lembergul si anii petrecuti de scriitor acolo nu 1-au inlaturat de locurile natale, nu 1-au 
instrainat, ci au produs o reactie inversa, aceea a ambitiei de a arata, prin opera lui, sentimentele 
fata de meleagurile sale, in acesti ani scrie opere consacrate care isi pastreaza valoarea de-a 
lungul timpului, acesta a lasat „ o bogata opera istorica ( De originibus Populorum 
Transylvaniae), lingvistica ( Temeiurile gramaticii romanesti, cu o prima redactare in latina, 


4 Ibidem , p.75 
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din 1812, Fundamenta grammatices linguae romaenicae: DascSlul romanesc pentru temeiurile 
gramaticii romanesti) si lexicograficS ( un Lexicon romanesc-nemtesc...)” 5 . Programul cultural 
iluminist al Scolii Ardelene este realizat, modernizat de Ion Budai-Deleanu prin opera lui 
istoricS si lingvisticS subordonatS conceptului de unitate nationals, prin creatiile sale poetice 
Trei viteji si capodopera Tiganiada, depSseste programul dand literaturii romane moderne 
prima capodopera, comparatS cu creatii europene de valoare europeanS si nu doar un punct de 
pomire. 

Anii de scoalS de la CigmSu si Blaj semnificS pentru scriitor contactul cu realitStile 
nationale iar deceniul in care a studiat la Viena reprezintS mSrirea orizontului, alegerea 
liberalismului iosclinist si iluminismului, insS mai important insusirea valorilor literare 
universale. La Lemberg se fonneazS concluzia dintre o consolidate si multilaterals cultura si un 
talent viguros, prins de originalitatea spiritului popular. 

Un om deplin occidental cu spiritul tSranului ardelean intreg insusit este Ion Budai- 
Deleanu. Baza culturii lui este formats de clasicitatea si literatura italianS, in central atentiei in 
vremurile acelea, doar o usoarS privire prin scrierile lui atestS o cunoastere profunda a 
literaturilor clasice, pe urmS a celei italiene, deasemenea a literaturilor germanS, francezS poate 
si englezS care reiese din citarea din Milton si Gibbon. Singural latinist care se dSraieste 
frivolitStii artei este Ion Budai-Deleanu. Foarte multe pagini il prezintS ca Hind un foarte iscusit 
avocat, alSturi de ardelenii sSi si pe urmele lui Cantemir, al romanitStii si continuitStii noastre 
dar cu un oarecare detaliu slavist. 

Activitatea lui se alSturS preocupSrilor principale ale celorlalti cSrturari ai Ardealului si 
ajutS la formarea, transpunerea si redactarea notiunilor esentiale de teologie, filologie, filozofie, 
economie 

agrara, istorie, legislate, invatamant. 

Din punct de vedere stiintilic activitatea lui Ion Budai-Deleanu seamana sensibil cu a 
celorlalti carturari ardeleni ai acelor timpuri, dar din punct de vedere a predispozitiei artistice, 
a implinirilor, a disponibilitatii creatoare, acesta isi depaseste contemporanii. O parte din 
traducerea piesei Temistocle de Metastasio este ca o prefata a epopeii sale eroi-comice. Ambitia 
de a intrece modestele scrieri inregistrate in literatura nationals, de a expune un fel nou, diferit 
de poezia romaneascS este trezitS de cultura umanistS si inteligenta creatoare pe care o 
dobandea, iar aceastS ambitie se concluzioneazS in Tiganiada, singura epopee in limba romanS. 

Scriitorul specifics obiectivele critice ale epopeii, scopurile pe care le vizeazS intr-o 
Epistolie inchinatoare „ S-aflS intr-insa si criticS, pentru a cSrii dreaptS intelegere te poftesc s- 
adaugi oarecare luSri aminte, cSci stiu bine cS vei intelege ce am vrat eu sS zic la multe locuri 
(...) multe am scris acolo ce poate cS la multi nu le vor plScea; insS toate sunt adevSrate” 6 . 

Tiganiada, epopee eroi-comicS este opera care 1-a impus pe autor in istoria noastrS 
literarS. Im ultimul deceniu al secolului al XVIII-lea, epopeea a fost realizatS intr-o primS 
formS, dar tipSritS, din nefericire pentru evolutia literaturii romane, numai dupS aproape opt 
decenii. Prima variants a fost publicatS de T. Codrescu in Buciumul roman, din 1876 panS in 
1877, iar a doua versiune este tipSritS de cStre Gh. Cardas in 1925 si 1928. 


5 Aurel Sasu, Dictionarul Bibliografic al Literaturii Romane (A-L), Editura Paralela 45, Pitesti, 2006, p.228 

6 Dicfionarul Literaturii Romane de la Origini panel la 1900, Editura Academiei Republicii Socialiste Romania, Bucuresti, 
1979, p.128 


828 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


Din marturisirile scriitorului reiese ca ideea de a scrie aceasta opera literara ii revine din 
lectura poemelor eroi-comice vestite a Batracomiomahiei omerice a Vedrei rapite de Tassoni. 
Poetul prefera o strofa simpla de sase versuri. 

Actiunea epopeei este situata in Muntenia pe vremea lui Vlad Tepes. Cu scopul de a 
face oaste impotriva turcilor, Domnul aduna si inarmeaza tiganii, in lupta de aparare a 
independentei Tarii Romanesti, ei nefiind considerati spioni. 

„ Musa! Ce lui Omir odinioara 

Cintasi Vatrahomiomahia, 

Toate cate facu tigania, 

Cand Vlad-voda ii dede slobozie, 

Arme s-olaturi de mosie.” 7 

Intentia scriitorului de a exploata comic diversele conflicte provocate de optica unei 
colectivitati incompatibile cu organizarea, aproape deloc doritoare de lupta, total refractara 
daruirii si sacrifiului pentru un scop strain si indepartat de necesitatile imediate este evidenta in 
incercarea, asezata pe seama domnitorului, de a-i aduna la un loc si a-i organiza pentru lupta pe 
zgomotosii, instabili si nu prea hamicii obsteni aramii. 

Toata incercarea, toate esecurile inregistrate in incercarea de a-i transforma pe tigani 
in cetateni ordonati, constienti de necesitatea apararii patriei, cu o discipline absolut vitala 
convietuirii intr-un sat, sunt schimbate, in ultima instanta, intr-o meditatie adanca asupra 
destinului intregii omeniri, asupra impedimentelor si a nerealizarilor pe care omenirea le-a 
inregistrat in evolutia ei. 

Pentru istoria culturii romanesti, Tiganiada semnifica primul monument al literaturii 
romane si puncteaza intelegerea fenomenului literar nu ca un act umoristic ci, ca o parte a 
culturii nationale, care antreneaza in acelasi timp forta artistica si constiinta cetateneasca a 
creatorului. 

Chiar daca actiunea poemei este situata intr-un trecut indepartat, in secolul al Vl-lea, 
alegoriile, aluziile, subtextul tintesc defecte, conflicte, anomalii sociale, literare, politice si 
omenesti contemporane. 

Sinteza formata intre dezbaterea ideologica si satirizarea societatii si oranduirii vremii 
reprezinta originalitatea operei. 

„ Autorul se refera direct la Homer, Vergiliu, Tasso, G. Casti si, indirect, la Milton, 
Ossian, Cervantes, Klopstock, Voltaire, Aloys Blumauer, dar indicarea unor modele straine se 
face si din ratiuni polemice, intrucat protestul social si umanismul care o caracterizeaza ar fi 
fost greu de exprimat in generalitatea si abstractismul metodelor, in fixitatea si rigiditatea 
regulilor clasice.” 8 

Daca din punct de vedere cronologic succede opera lui G. Conachi si a lui Iancu 
Vacarescu, Tiganiada intrece epoca printr-o expresie lingvistica vie si actuala, cu minime, insa 
esentiale, elemente arhaice. 

Tabara tiganilor sau Tiganiada s-a mentinut in doua redactii. Cea cu data 1800, cea mai 
veche, pusa de scriitor e mai stufoasa si e complicata datorita actiunilor parazitare, expunand 


7 George Calinescu, Istoria Literaturii Romane de la Origini pdna la Prezent, editia a Il-a, revazuta si adaugita, Editura 
Minerva, Bucuresti - 1982, p.76 

s Dicfionarul Literaturii Romane de la Origini pdna la 1900, Editura Academiei Republicii Socialiste Romania, Bucuresti, 
1979, p.128 
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derularea intamplarilor gen Don Quijote ale nemesului Bescherec Istoc din Uram Haza in 
cautarea dulcineei sale Anghelina. Redactia cu data de „12 martie 1812”, a doua, cuprinde 
aceasta excescrenta si este varianta cea mai echilibrata si mai artistica a epopeii. 

O opera precum Tiganiada necesita un creator care nu tine cont de exigentele 
invataturilor teologice, inzestrat cu spirit critic, receptiv la varianta comica a realitatii, apt sa 
capteze si sa transfigureze elementul mitologic din teologia crestina. 

Dupa cum spuneam mai sus prima varianta a epopeii cuprinde si un episod donchijotesc, 
cel cu nemesul Becicherec Istoc, episod care, intensificat prin includerea altor personaje, chir 
Calos de Cucureaza si Nascocor de Cirlibaba, reprezinta mizul unei opere independente, 
neterminata, numita Trei viteji. 

Ion Budai-Deleanu ramane in literatura romana creatorul primei si celei mai valoroase 
epopei, Tiganiada sau Tabara tiganilor. Datorita primordialitatii cronologice si estetice, cu 
toate ca opera a ramas in manuscris o lunga perioada de timp, acorda autorului calitatea de 
fondator al literaturii romane modeme. 

Publicarea Tiganiadei a fost impiedicata de mai multe cauze care nu sunt legate numai 
de indepartarea poetului, consta mai ales in implicatiile ei critice si satirice la adresa starilor de 
lucru contemporane, in cursurile directe sau implicite la atmosfera religioasa si politica, la 
gandirea provocata de contradictiile oranduirii sociale in care a trait. 

Ion Budai-Deleanu isi intrece epoca nu numai datorita faptului ca este autorul primei 
epopei, ci si prin indrazneala cu care ataca institutiile, mentalitatea feudala. 

„Vocatia lui Budai-Deleanu nu este descriptiva si sub acest raport sintem departe de 
finetea de gravor a lui Cantemir.” 9 

Dintre toate strofele nicio strofa nu are valoarea vizuala si nu cuprinde din punct de 
vedere coloristic un tablou oricat de caricatural. Dar autorul are un adevarat gen verbal iar 
catalogul numelor de tigan reprezinta un grotesc de sonuri. Ei se numesc Aordel, Corcodel, 
Avel, Cucavel, Guladel, Parpangel, Parnavel, Susavel, Bambul, Ghitul, Gogul, Ciuntul, 
Dundul, Hutul, Sfarcul, Balaban, Gavan, Ghiobal, Gogoman, Goleman, Calaban, Zagan, Carlig, 
Covrig, Cioromoi, Darloi, Sosoi, Colbei, Cornei, Hargau, Janalau, Butea, Cercea, Sperlea, 
Tintea, Dodea, Garlea, Baroreu, Borosmandru, Bulut, Ciurila, Papuc, Papara, Tandaler, Burla, 
Cacacea. 

Lexicul de idei si de lucruri cuprinde o varietate sonica surprinzatoare, o real orchestra 
burleasca, construita mai ales pe onomatopee. Putem aminti cateva actiuni ale lor, Cacacea 
arunca o bebee, Gogul tocoroseste, Goleman se nascoara, Bobul n-a mancat stirigoaie, focul 
scoate bobataie. 

Tiganii fac tot felul de natarii sunt ciuhosi, se lalaiesc, se lolotesc, striga hoha, bura bura, 
bat lela, tinerii se inlibovesc, ciocoii se ciocotnitesc, se chilibesc, sufletele bujdesc pe poarta 
iadului, etc. 

O mare parte dintre cuvinte sunt autentice, altele sunt nascocite de autor sau foarte putin 
schimbate cu mult firesc, incat schimbarea se expune ca un proces natural si trebuie un studiu 
mai aparte pentru a vedea daca acestea nu sunt in circulatie. 


9 George Calinescu, Istoria Literaturii Romane de la Origini pdnd la Prezent, editia a Il-a, revazuta si adaugita, Editura 
Minerva, Bucuresti - 1982, p.76 
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Atat in Ardeal cat si pe malurile Oltului creatia onomatopeica spontana este mai 
putemica decat oriunde si etimologistul risca sa se scufunde in gol. Taranul ardelean are o 
putere inesplicabila de a-si insusi cuvintele straine pe care le asculta mirat si le invaluie in straie 
rurale. Putem da ca exemplu , pe oficialul Wachter care devine bombanitul boahtar. 

Ion Budai-Deleanu, Hind ardelean, este in acea situatie a intelectualului care nu cunoaste 
orasul, ale carui neamuri sunt taranesti. Latinistul a fost nevoit sa faca o sinteza intre limba 
poporului si cea a cartii. in unele situatii s-a ferit de graiul vulgar, a avut posibilitatea de a cadea 
in pedanterie „in cazul Budai, mai tarziu a lui Slavici, efectul e, dimpotriva, o mare senzatie de 
coaja verde”. Budai analizeaza ca pe niste fiinte sensibile si acorda spontan rimei genul si 
terminatia necesara. Astfel femela dracului devine draca, palatul se feminizeaza in palata, 
copacii in copace. Tiganii visa, se carmeaza, locurile sunt puste, intamplarea e jeloasa, soarta e 
scarbeata, boierii sunt plini de bogatate. 

Cu ajutorul metodei transcriptiei monologului sau doar a unei relatari in limba eroilor, 
isi face scriitorul observatia. Alegerea tiganilor ca tehnica de parodiere a eroicului, acestia Hind 
de la sine o caricatura a societatii umane. Milogeala, fanfaronada, politroneria, spiritul de 
harmalaie si orbeasca enervare sunt caracteristici tribale tipice pe care autorul le-a condensat 
intr-un limbaj de o tiganie totala, tesuta totusi si cu fire ardelenesti. 

Finalitatea etica a epopeii este inclusa si reiese mai accentuat din analiza societatii 
timpului si mai putin din studiul conflictelor general umane. Tendinta de a expune prestigiul 
natiunii romane prin valoarea originii romane este aflata in corelatie cu munca enorma depusa 
pentru a transpune in limba romana elemente concrete de istorie, filologie si filozofie. Cu privire 
la exigenta preocuparilor istorice si filologice, epopeea lui Ion Budai-Deleanu pune o 
caracteristica particular^, compensatoare prin valoare artistica a rasului, a satirei, a ironiei, 
Tiganiada reprezinta o impletire creatoare intre eruditia literara filologica, istorica si spiritul, 
gandirea taraneasca, intre cunoasterea ideologiei, arta europeana si intelegerea terestra naturala 
a natiunii. 

Toate aceste stradanii ale autorului , realizate in interiorul cuvintelor operei arata 
mestesugirea lui. 

Opera lui Ion Budai-Deleanu este, in structura, o intrebare deschisa asupra tendintelor 
umanitatii de a ajunge la fericire, o intrebare care ia nastere intr-un climat al secolului al XVIII- 
lea, in care tendinta spre fericire devine o obsesie, iar cade prin care s-ar putea atinge sunt 
exploatate metodic, conform acestei constatari se intelege mai usor structura tuturor 
personajelor lui Ion Budai-Deleanu. 

Prin Budai-Deleanu cultura romaneasca stabileste contacte cu istoriografia iluminista si 
romantica europeana, prin care ajunge la o interpretare modema. El a iesit in evidenta prin 
viziunea generala romaneasca a istoriei noastre, careia i-a dat temeiuri solide prin cercetarea 
limbii si originilor poporului roman. 

Prin Tiganiada Ion Budai-Deleanu si-a propus cucerirea, pe plan universal, a 
literaturilor lumii cu datele folclorului, ale istoriei si traditiilor romanesti astfel incat sa se auda 
in adancul civilizatiei sunetul nostra specific, propunere treaza si astazi pentru literatura 
originala. 
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THE WRITING OF THE DISSOLUTION AND THE REGIMEN OF THE 
DENIAL. NEW PARTICULARITIES 


Doina Emanuela Vieriu 
PhD, "Al. loan Cuza” University of Iasi 


Abstract: The study offers a possible certification through the manifestation in discourse of the 
new dynamic organisation model of the imaginary in B lecher’s work „Intamplari in irealitatea 
imediata”, as an unanswerable syntax model of the denial, of that type of writing whose 
imagistic resorts can be identified in a register of the dissolution. 

In this case, our interest was in the "decomposed" units from the structure of the imaginary : 
the projection of the oval space, the fall, the vindicative gestuality born from the character’s 
experience in relation with the topos ’forms, the imagistic figurality of the time and the liaison 
character-object, whose insidious relation causes a "stereoscopic" fragmentation of the 
identity, a replacement of the alive with the amorphous state. The dissolution process was 
observed from the perspective of a "concomitant " movement in the lecture: the relation with 
the main thematic units of the imaginary coincides inherently with a sequential analysis of the 
Romanian discourse from the perspective of a "golemic" grammar; therefore, the failures, the 
significance of the double, the split of the self, the discoursive dissolution as interface of an 
incisive negatory speech represent the elements that offer in Blecher’s writing a Romanian 
discoursive halo with undeclared "deviation”, though perceivably different from the classic 
rhetoric of the narrativion. 

Keywords: imaginary, the writing of the dissolution, the regimen of the denial, seriality, flaw 


Studiul lui Jean Burgos, Pentru o poetica a imaginarului, s-a dovedit un instrument” 
in analiza sintaxei imaginarului; cu toate acestea, la o privire mai atenta a discursului romanesc, 
se poate observa ca demersul poeticianului francez nu isi gase§te o serie de compatibilitaji prin 
aplicarea schemei la grila de scriitura a unor romane precum cele blecheriene. Mai mult decat 
atat, conccptia burgosiana asupra imaginarului poate fi augumentata prin exemplificarea unui 
nou regim, cel al disolutici, grefat pe sintaxa negatici. 

Specificitatea unui tip particular de imaginar, care se deosebe§te sensibil de suita 
trihotomica burgosiana, reiese din poeticitatea unei scriituri ce deneaga izomorfismele narative, 
avansand, in ultima instanja, ca o „minus-scriitura”. Avem in faja o harta imagistica structural 
„au rebours”: timpul devine structure diseminata, spapalitapi ii sunt refuzate contururile, 
resorturile proxematice fiind, in consccinja, fracturate, simbolistica - diversa, de altfel - este 
generata de simulacrul obiectual, procedeele altcritapi sufera o serie de rupturi definitive, 
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reflectate in de-tipologizarea personajului §i dez-articularea oricSrui raport de rccurcntS, ce se 
poate stabili intre acesta si constelajia de personaje, ea insSsi destructuratS. Regimul disolujici 
propune un nou tip discursiv, care se revendicS de la o nouS viziune asupra lumii §i a limbajului: 
epicitatea nu presupune numai o cvolujic, in sensul structurSrii tramei narative, ci §i o 
„intoarcere” a vectorului, prin efasarea conturilor „progresive” si o stagnare a acestora panS la 
neantizare. 

Noul chip al imaginarului se construieste fundamentand un model si din neobisnuitul 
raport serialitate-rupturS manifest la nivelul obiectualului si al spatialitStii (reflectante sau 
reflectate). 

Serialitate si ruptura 

Obiectele disparate, mentinute intr-o spatialitate comunS datoritS valorii lor fimctionale 
sau afective instituie un discurs simbolic: pe de o parte, relationeazS cu cadrul familial 
inchizandu-1 si izolandu-1 spatio-temporal, dar, pe de altS parte, prin diversitatea lor (o 
neomogenizare provenitS din distanta mare a epocilor de care au apartinut, lipsa unei amintiri 
legate de existenta/acumularea lor, degradare) si prin amestecul de functional-emotional se 
produce si o ruptura a interrelationSrii, o desemnificare ca simbolisticS familialS si 
resemnificare individuals, ipostaziere a restului, a formei indepSrtate de substantS. 
Semnificarea secundS, datoratS pierderii interrelationarii cu spatialitatea si temporalitatea 
interioare, le desemneazS preeminent si le omogenizeazS cu reprezentSrile si multiplicSrile 
unui univers vid de substanta originarS. 

Obiectele spatiului disolutiei se angajeazS in aceeasi cautare a stabilitatii temporale sau 
spatiale originare. Obiectele vechi, „nesistematice” (Jean Baudrillard 1996: 51) si, prin 
extensie, obiectele realizate manual sau cele exotice (bile de sticla cu spirale interioare, oglinzi 
inramate, flori de hirtie, statui), realizeaza o „fixare temporala a unei fiinte anterioare” (Jean 
Baudrillard 1996: 51), conducand cate o „elidare temporala” si reflects ceea ce Jean Baudrillard 
numeste „nostalgia originilor” si „obsesia autenticitStii”. intr-o spatialitate reflectatS, populatS 
de duplicate, obiectele care au apartinut unui posibil timp real, apropiat de originar preiau 
calitStile acestuia, valorizandu-se mitic. Acestea confers materialitate formelor memoriei si 
realizeazS distinctia intre formS (aparenta reflectatS) si substantS, volum stabil. 

Observatiile lui Jean Baudrillard conduc cStre aceeasi capacitate a obiectelor (cu 
precSdere a celor apartinand unui timp pierdut) de a se organiza in centre-nucleu pentru 
structurarea imaginilor, Bind puncte de origine pentru potentialele progresii (de lumi 
imaginare). in plus, se remarcS valoarea mitologicS investitS obiectelor vechi („obiecte- 
strSmosi”), orientarea relatiei dintre ele si eu cStre un discurs interior, in cSutarea echilibrului 
pre-existential 1 . Recunoastem aceeasi cSutare a fiintei autentice prin regresiune si 
elementaritate a materiei, ori obiectualitate, obiectul vechi revendicandu-si un statut simbolic, 
anacronic. in parcursul blecherian de cSutare a indicilor unei existente originare, cotidianul si 
„obiectele functionale” se manifests cu semn opus, oglinda, ecranul cinematografic, usile, 


1 „Aceste obiecte ne trimit la o copilarie dinaintea timpului sau chiar la o anterioritate mai adanca: a pre-nasterii, 
in care subiectivitatea pura se preschimba, liber, in ambianta, si in care ambianta nu a fost altceva decat discursul 
perfect al fiintei in fata ei insasi” (Jean Baudrillard 1996: 54). 
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geamurile, masinile de cusut (stare purS a functionalului si seriei!) neavand putere de 
semnificare, Hind simplS functionalitate intr-o realitate iluzorie si fSrS inscriere. 

Teoreticianul defineste obiectul neserial, izolat sau vechi printr-o dublS raportare, din 
perspectiva actualului ca formS de existentS exterioarS, devalorizantS si a trecutului, existentS 
in intimitate cu fiinta 2 Recunoastem semnificSrile blecheriene: actualitatea continuS, 
detemporalizatS, serials, intr-o expansiune necontrolatS si nedirectionatS si recuperarea 
substantialitStii fiintei prin imergentS in trecut sau suprapunere temporals. 

Materii. Sticla 

Stick, element structurant al imaginarul blecherian, este desemnatS de Jean Baudrillard 
drept „grad zero al materiei” prin faptul ca nu este supusS degradSrii, validandu-se utilizarea ei 
in arhitectura regimului negatiei. Initiind o „comunicare universalS, dar abstracts”, sticla 
angajeazS o aparentS omogenizare a elementelor spatiale, insS perspectiva este modificatS, 
spatialitatea se dilatS, nemaiputand fi cuprinsS cu privirea. Mai mult, se creeazS secventieri si 
rupturi de nivel ce dau impresia de adancime, ascunzand privirii planurile nou constitute din 
reflectSri. in spatiul creat prin reflectSri, fonnele nu pot interrelationa si nu pot comunica ritmat, 
viu; fragmentarea si devierea relativizeaza formele ce se abandoneaza in „tentatia vidului”. Din 
punct de vedere temporal, sticla creeaza impresia unui continuum, a unei stapaniri iluzorii a 
timpului, care, in esenta, in aceasta punere in scena, nici nu se manifests. 

Forme. Colectia 

Alaturarea aparent ordonata de obiecte (ziare, reviste), dupa norme ale unei cronologii 
uitate sau inexistente are o functie „regulatoare” conturand un orizont mental: „intotdeauna ne 
colectionam pe noi insine [...]. Colectia este alcatuita dintr-o succesiune de termeni, insa 
termenul ei final e persoana colectionarului” (Jean Baudrillard 1996: 61); in semnificare 
blecheriana, colectia participa la un proces de recuperare a identitatii originare. Obiectele 
colectionate, adunate pentru o potentials semnificare si valorizare isi pierd, in opinia lui Jean 
Baudrillard, dubla functie, de utilizare si de posesie, cSpStand doar semnificatii afective — iau 
„ un statut strict subiectiv”. Eul blecherian nu colectioneazS, insS cSutarea si rSscolirea 
obiectelor „vechi”, uitate, pSstrate inconstient in vederea unei aplicSri functionale ll determinS 
sS opereze cu „colectii”. Elementele continute confirms o realitate originarS, confers lumii 
fantasmatice materialitate: ziarele, decupajele din reviste, tablourile-peisaj sau de familie 
certifies existenta evenimentului si a modelului. Vitrina cu fotografii, desi simbol al seriei, 
dedublSrii si instrSinSrii, propune, in adancime, noi semnificatii: se organizeazS intr-o colectie 
de identitSti ce valideazS existentele originare. Prin numSr si unicitate (fotografiile reprezintS, 
fiecare, altS identitate) capStS putere si, implicit, un tip de materialitate; intr-un univers reflectat 
si multiplicat, in care miscarea este doar aparentS, iar dinamismul este sustinut de manifestarea 
legilor reflectSrii, albumul de fotografii ambulant este colectia care-si recapStS functia de 


2 „Doua miscari inverse: in masura in care se integreaza in sistemul cultural actual, obiectul vechi semnifica, in 
prezent, din profunzimea trecutului, dimensiunea de vid a timpului. Ca regresiune individuals, el exprima 
dimpotriva miscarea prezentului spre trecut, pentru a proiecta in ultimul dimensiunea de vid a fiintei” (Jean 
Baudrillard 1996: 57). 
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utilizare, foloseste, se subordoneaza unui scop concret, se deplaseaza in spatiu in locul 
originalelor pierdute (al fiintelor instrainate). 

O reflectare neobisnuita a raportul serie-colectie se identified in scenele marcate de 
erotism din pravalia cu masini de cusut. Spatiul este organizat contrastant: pe de o parte lumea 
seriei, deschisa, transparenta, prafuita, instrainata si fara secrete, pe de alta parte, scena 
improvizata si izolata simbolic de „cortina”, spatiu al intimitatii, intensitatii afectiv-senzoriale 
si al misterului 3 . 

Partile corpului femeii ii sunt vizibile/ descoperite eului privitor in mod izolat, detasat 
de intreg, valorizandu-si frumusetea si seductia segmentat, individual, ca piesa de colectie cu 
propriul istoric, detinatoare a unor calitati singulare, exceptionale. Parcurgerea progresiva a 
fiecarui element al colectiei, admirarea fragmentata a corpului femeii transforma spatiul 
„colectiei” in loc initiatic, izolandu-se de cel al seriei prin ritm, durata si emotie. 

Spatiul semnificant al vidului 

Miscarea Intamplarilor... este hoinareala, dedublarea, rotirea, cautarea prin privire, 
experimentarea prin rememorare sau stagnarea pana la confuzie. Singura dircctic vizibila este 
data de gesturile de multiplicare, de infinitele liltrc deformatoare. Spatiul este favorabil 
intalnirilor surprinzatoare §i haotice de perspective, in mod uimitor se petrece o multiplicare a 
vidului. 

in pictura, cercetarea problemei spatiului „nepictaf ’ ii descopera acestuia, pe de o parte 
o mare incarcatura de semnificatii, iar, pe de alta, il defineste drept conditia ce face posibila 
implinirea sensului din teritoriul „pictaf’. Raportul vid/plin este specific starilor complementare 
si solidare, vidul avand functie structuranta, constructive. Francois Cheng atribuie vidului 
discretie, perfectiune si virtualitate, cu rol de a instaura succesivitatea, reintoarcerea, si nu 
ruptura, transformandu-1 intr-o conditie a implinirii artei ca „microcosmos vital in care sa 
functioneze macrocosmosul” (Fran 9 ois Cheng 1983: 3), un element dinamic, ce intregeste 
(asemanator cu modul in care Cheng definea tacerea in relatie cu muzica — „un spatiu care 
permite sunetelor sa persiste dincolo de ele”. 

Din necesitatea demonstratiei cat mai riguroase a putintei unui asemenea spatiu de a 
exista si de a fi constant, mai stabil si mai pro fund in manifestari si semnificatii decat un teritoriu 
identificabil cartografic, cu istorie si sensuri batatorite, recurgem la notatiile referitoare la 
definirea unui spatiu virtual semnificant arhitectural. 

in convorbirile avute cu Jean Nouvel asupra naturii, trecutului si viitorului artei 
arhitecturale, Jean Baudrillard defineste arhitectura drept o „iluzie anticipatoare”, creatoare a 
unui „spatiu de seductie”, un „spatiu virtual de iluzie” (Jean Baudrillard 2005: 12). Arhitectura 
lucreaza pe un „teritoriu de destabilizare” in care norma, formula dominanta este data de 
punctul de fuga, locul in care spatiul este inselator, privitorul nestiind daca liniile se unesc sau 
se continua, creandu-se lumi ascunse. Legile constructiei arhitecturale intelese si aplicate corect 
au menirea de a dezvalui suprasemnificatia lucrurilor ce compun spatiul, urmarind sa dispara 
ca fonnula si structura si avand drept rezultat ivirea, „evenimentul pur”, purtator de sensuri 
virtuale. Frumusetea meditatiilor baudrillardiene consta in definirea artei structurii ca arta a 


3 „In fundul magazinului un paravan de scanduri despartea un fel de cabina de restul incaperii; o perdea verde 
acoperea intrarea. [...] Ei o numeau «cabina artistilor»” (M. Blecher 1970: 17). 
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necesitatii, a liniilor invizibile purtatoare de semnificatii. Daca acestea sunt evidente si devin 
scop, „atunci e vorba de sculptura, de comemorare” (Jean Baudrillard 2005: 64) si exemplified 
mentionand cazul exceptional al unui „muzeu al vidului” 4 , o constructie nefolosita, care nu si- 
a gasit continutul potrivit, devenind ea insasi obiect de arta, dar si reliefand ideea non-prezentei, 
a spatiului nefolosit, ce-si asteapta implinirea — armonie si tensiune, in acelasi timp. 

La fel, constructia disolutiei, structura acesteia provoaca o mare uimire si incantare 
pentru ca este o constructie de sine statatoare, puternica, vizibila, viabila, utila practic, dand 
obiectelor continute valoare, rost, materialitate (existenta) temporala, dar devine, in acelasi 
timp, continatoare, purtatoare a vidului, a secundei care trece, a materiei ce se topeste dupa 
formulele primordiale specifice. 

Corporalitatea speculara 

Corporalitatea speculara, cea elementara sau secventiala sunt, la nivelul imaginarului, 
forme de manifestare a spaimei de moarte — „Corpul, loc al morjii in om” (David Le Breton 
2002: 21), fiind specifice scriiturii disolutiei. 

intelegerea perspectivei asupra corpului, a semnificatiilor simbolice avute in discurs 
implied o dubla abordare: corpul alcatuit din aceleasi elemente cu ale cosmosului, parte a 
acestuia si corporalitatea ca semn al alteritatii, rupturii si indepartarii. Desi creatoare a 
Golemului, spiritualitatea ebraica desemneaza cu acelasi termen notiunile „corp” si „materie”, 
respectiv „suflet” si „trup”, nereflectandu-se in semantica o diferentiere (dualitate) specified 
intre notiuni; universul mitic si biblic este spiritual si substantial, intr-o corespondenta 
unilicatoare a elementelor continute. Viziunea unificatoare este emanata de geneza comuna a 
lucrurilor (materiei) si fiintelor, prin cuvant (divin): „prin gura lui Yhwh, cerurile au fost facute, 
iar prin suflul gurii sale, intreaga lui armata..., caci a spus si totul s-a facut; el a poruncit si totul 
a existat” (David Le Breton 2002: 21-22) 

Fiind un discurs cu tesatura mitica, abordarea simbolisticii corpului se apropie de cea a 
societatilor traditionale, unde procesul de difuzie/ corespondenta om-natura-cosmos asigura 
aceeasi materialitate, consistenta si alcatuire pentru elementele intrate in osmoza. Istoricitatea 
tagaduieste legaturile duratei cu un illo tempore si ale corporalitatii cu o materialitate magico- 
mitica, mai mult, creeaza factorii ce vor detennina instrainarea de sine si ruptura de ceilalti, 
„factorul de individuatie”. 

David Le Breton analizeaza corporalitate in evolutia semnificatiilor sale parcurgand 
traseul de la gindirea post-magica pana la modernitatea si evidentiaza o noua perspectiva asupra 
corpului configurata de „antropologia reziduala” conform careia „corpul reprezinta un rest”, 
„forma accesorie” in afara constiintei sau o izolare a omului de propria-i corporalitate 
(limitatoare sau eliberatoare) pe care urmareste sa o controleze si sa o modeleze 5 . 


4 „Exista un mic muzeu foarte simpatic, il cunosti fara indoiala, construit de Kenzo Tange la Nisa. E o constructie 
mica, delicioasa, care se gaseste pe un plan de apa, nu departe de aeroport. A fost construit acum trei sau patru ani 
si a ramas gol de atunci, pentru ca nu au existat mijloace de a-i gasi un continut. Prin urmare, e muzeul vidului si 
e minunat, eun giuvaier. De cinci sau sase ani, Kenzo Tange nu mai face nimic el insusi. Vezi, poate e ultimul 
lucru pe care 1-a acceptat... A atins punctul ultim” (Jean Baudrillard 2005: 64). 

5 „Defini(ia moderna a corpului presupune ca omul e rupt de cosmos, rupt de ceilal(i, rupt de el insusi, corpul 
fiind reziduul acestor trei separari”, (David Le Breton 2002: 43). 
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Mai putin decat un rest, corpul blecherian isi cauta materialitatea (osatura), in conditiile 
in care forma, ca mod de existenta i se pierde printre celelate simulacre; in aceasta ipoteza, 
existenta corporalitatii si rangul de materialitate manifestat devin elemente primordiale ale 
semnificarii. Exagerand spre evidentiere am putea afirma, in aceeasi linie, ca in scriitura 
blecheriana persoana este reziduala, existenta, manifestarile si natura acesteia depinzand 
esentialmente de corp. Omul in singularitatea sa pretinde o certificare si un sens prin regasirea 
corporalitatii. In textul blecherian corporalitatea nu este identificabila stricto sensu, avand o 
manifestare simbolistica inedita — fie este numai forma (reflexie, amintire, duplicat etc.), fie 
este materie primordiala informa. Estezia se manifests, in mod extraordinar, nu la nivelul 
simulacrelor, ci al materiei elementare. Daca modernitate impune teoria corporalitatii ca „factor 
de individuatie”, de distinctie de celalalt, de sine si de cosmos, textul lui M. Blecher inseriaza 
o totalitate de corpuri, de forme care nu pot conduce catre referenti, in aceasta scriitura 
individuatia manifestandu-se intr-o forma extrema. Corporalitatea blecheriana creeaza „un 
imaginar al transparentei” (subtitlul unui capitol din Antropologia... lui David Le Breton) in 
care corpul se prezinta ca o structura cu valente adanc semnificante. 

In termenii lui Gilbert Durand (Imaginatia simbolica), textul lui M. Blecher realizeaza 
o balansare deconcertanta intre corpul-simbol (cosmic, totalizator) si corpul-semn. Insa nici la 
acest nivel de reprezentare nu putem practica pe deplin analogia ce ar ajuta la incadrarea intr-o 
scriitura a imaginarului. Corpul-simbol (cosmic, totalizator, in comuniune universal) este 
„amorf’, avand in comun cu miticul si natura doar materia primordiala ce invadeaza spatiile, 
iar corpul-semn, cu valente functionale, teoretic, „structura tehnica de funcjii substituibile”, 
„este neobisnuit in imaterialitatea prezentata; se potenteaza ca element al rupturii de un referent 
inexistent”. 

„Atomizarea” fiintei, pluralitatea au condus firesc spre formarea unui „clivaj ontologic” 
(David Le Breton 2002: 215) pierderea unitatii originare. In conditiile opacizarii „tramei 
simbolice” si a pierderii comuniunii cu ceilaltia, a ramas determinant relatia cu sine si cu propria 
materialitate. De aceasta data, corpul nu este potentiator sau purtator al misterelor naturii; el 
obtureaza calea de cunoastere devenind o „forma vida din punct de vedere ontologic” (David 
Le Breton 2002: 43). Raportul dintre timp si durata sau cautarea unei modalitati de a iesi din 
temporalitate sunt reflectate in relatia dintre constiinta si corp. Dar, corporalitatea nu poate fi 
identificata material, ci doar formal si nu poate favoriza o relationare in planul individualitatii. 
Cu aceasta conditionare, codul structural (unitatea initiala) nu poate fi recuperat si fixat 
deoarece unui dintre elementele unitatii este doar imagine; singura, Fiinta nu poate revela 
semnificatiile vietii si nici initia o iesire din durata. 

Mecanismul 

Corpul ca exterioritate actioneaza si se supune legilor unui univers in afara existentei 
divine sau magicului, raspunzand unei cauzalitati mecaniciste si fizice. Relatia dintre eul 
blecherian si lumea conceputa pe modelul unui gigant mecanism de reflectare speculara este 
metaforic evidentiata de prezenta tobosarului-clovn. Acesta beneficiaza de o serie de 
interpretari conferite de elementul/universul de referinta: este o punere in adancime a 
ipostazierii fiintei in raport cu existenta sau un alt element din interminabilul sir al 
multiplicatelor blecheriene. Insa, se ivesc o serie de indicii care indruma catre transformarea 
papusii mecanice intr-un metasemn. 
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Asadar, in mixajul de mecanic aplicat peste uman, se produce o inversare a perceptiei: 
papusa mecanica este mai vie decat orice fiinta umana din spatiul balciului, am putea chiar 
conchide ca, in afara vocii narative, este singura imagine dinamica, plina de vitalitate, care 
impune o rupere de ritm in miscare, fie ea a actantilor (simulacrelor) sau a discursului. Masca- 
zambet a acesteia, manifestarea in spatiul unei vitrine obligand la o dubla ipostaziere a privirii 
(privitorul privit!), izolarea semnificativa de restul universului blecherian (de materie, amintire 
si reflectare), momentul in care este observata si in care isi manifests prezenta, toate conduc 
catre sugestia unui metatext, a unui discurs ce dispare in momentul constituirii semnnificatiilor 
sale, al carui sens sta in disolutia lumii create chiar in mometul numirii. 

Corpul secvential 

Reflectarile, in sigularitatea lor, sunt lipsite de unitate, universul multiplicat nu prezinta 
coerenta decat din perspectiva legilor fizicii, insa nici o imagine nu este completa, ci repetitiva, 
fragmentary, segmentara, definind ideea unui corp-secvential. 

In plus, chiar si o imagine „saraca” va trezi curiozitatea realitatii semnificate, „suscita 
in om o dorinta de imaginar, ca §i cum lipsa sensului nu ar putea decit sa duca la riposta reveriei” 
(David Le Breton 2002: 204), „favorizeaza deruta, incita la deviere” (David Le Breton 2002: 
205). Constructia imaginata (eul originar) pe semnele imaginilor corporale blecheriene este 
imposibil de implinit deoarece modelul referential este pierdut in devierile multiple — „corpul 
se gole§te §i de dimensiunea axiologica. E deposedat §i de haloul sau imaginar”(David Le 
Breton 2002: 216). 

Reluand terminologia lui David Le Breton, remarcam existenta/ manifestarea unei 
„proxemii simbolice”- gesturile se actualizeaza in reflectari sau acte cu o ritmicitate lenta, 
indepartata de scop sau in absenta accestuia; actiunile — a privi, a-si aminti — nu reclama o 
parcurgere activa a spatiilor. 

Forma, poetica a oglinzii 

Continuand raportarea creator baroc si blecherian se constata ca „hiperbolizarii baroce”, 
„prezentei abuzive a formei” (Victor Ieronim Stoichita 2007: 231) le corespund multiplele 
reflectari speculare si duplicari ale materiei, toate ca tentatie de a ascunde „constiinta unei 
absente” a fiintei. 

Oglinda realizeaza o trecere de la principiile tridimensionalitatii realului la 
bidimensionalitatea spatiului plan, pastrand iluzia prin crearea impresiei de spatialitate si 
adancime. Pragul dintre real si imagine a fost inlaturat, eul traind o basculare intre cele doua 
lumi fara a le putea identifica. Rama oglinzii sau a tabloului ofera o unitate aparenta si coerenta, 
oferind „un fel de «realitate acvariu»” (Victor Ieronim Stoichita 2007: 264): 

Vechituri si obiecte pline de melancolii mai gaseam si in alt etaj parasit, in casa 
bunicului meu. Peretii aid erau acoperiti cu tablouri ciudate inramate in cadre groase de lemn 
aurit ori in cadre mai subtiri de plus rosu. Mai erau si niste rame facute din scoici mici, 
alaturate, lucrate cu minutiozitate care ma facea sa le contemplu ceasuri intregi. Cine lipise 
scoicile? Care fusesera gesturile marunte vii, ce le unisera? In astfel de lucrari defuncte 
renasteau deodata existence intregi, pierdute in ceata timpului ca imaginile din doua oglinzi 
paralele, infundate in adancimi verzui de vis (M. Blecher 1970: 59). 
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Dubla inramare face posibil schimbul de priviri tablou (cadru delimitat simbolic)- 
privitor; transformand actul de a privi intr-un proces iterativ (vedea/ a II vazut) si instituind 
prezenta privitorului privit, a privitorul implicat in tablou. Se creeaza o legatura intre spatiul 
imaginii si cel „concret”, ruptura se converteste in continuum, instituind o semanatica 
simbolica. 

Fotografia. Relatia Referentului cu Moartea 

Imaginarul autoreflexiv se imbogateste prin aparitia fotografiei-autoportret, care, cel 
mai adesea, isi va pierde valoarea practica si acumuland sensuri confesiv-simbolice. Raportul 
dintre ceea ce Victor Ieronim Stoichita numeste „personaje exotopice si dublura lor endotopica” 
(Victor Ieronim Stoichita 2007: 133) este nelinistitor ca semnificatie, deoarece atat spatiu 
exterior cat si cel dublat, spatiu-imagine apartin, la o prima vedere, unei irealitati, pentru ca, 
apoi, doar extoposul si eul disolutiei sa-si dovedeasca inexistenta in prezent. Coerenta si 
materialitatea acestora sunt date de o temporalitate parcursa, tocmai de prezenta forografiei- 
dovada. Mai mult, aceasta si portretul endotopic au putinta de a parcurge spatii, in timp ce 
naratorul, desi personaj exotopic realizeaza o deplasare endotopica, interior-imaginara. 
Autoproiectia-fotografie, statuia si reflectarile speculare sunt cele care dau volum conturului 
eului-narator si il creeaza. „Tulburatoarea ciudatenie” 6 a dublului balanseaza, tulbura si 
modified limitele/ regulile de consistenta ale celor lumi. Great din nevoia de a apara eul de 
moarte, dublul il salveaza, nu prin actiunile de exorcizare sau pacalire a mortii, ci prin validarea 
modelului ca realitate nascatoare de imagini. 

Analiza fotografiei nu atat relational cu alteritatea, cat cu Referentul si cu prezenta 
inerenta a Mortii, apropierea acesteia de codurile de functionare ale teatralului si nu ale 
picturalului, ne determina sa mentionam perspectiva barthesiana din Camera luminoasa. 
Insemnari despre fotografie pentru a ne valida afirmatiile referitoare la noua constructie 
imaginara. 

Fotografia face parte din categoria imaginilor, insa are un statut deosebit prin relatia cu 
referentul 7 cu care se afla „intr-o coprezenta uimitoare” ce nu permite distantarea, 
nedesprinderea de referential facand-o sa „contina ceva tautologic”. „Ordinea fondatoare” a 
reprezentarii fotografice, „noema sa” 8 este Referinta. Fotografia nu aduce in memorie in mod 
melancolic sau proustian trecutul, nu-1 restituie, ci il confirma, „poseda o forta doveditoare”, 
intentia autentificarii dominand reprezentarea. In acceptia lui Roland Barthes, fotografia va 
conferi sensurilor un amestec de tragic si uimire: aceasta forma de re-prezentare surprinde 


6 Victor Ieronim Stoichita il citeaza pe Sigmund Freud (care, la randul sau, face referire la un artricol din 1906 al 
lui Jentsch) pentru a descrie „simtamantul de tulburare ciudata” provocat de „figurile de ceara, papusile ingenios 
fabricate si automatele”, „caracterul de tulburatoare ciudatenie” dat de „dubiile daca o fiinta aparent insufletita 
este cu adevarat vie; sau invers, daca un obiect fara viata nu ar putea sa fie de fapt insufletit” (Victor Ieronim 
Stoichita 2007: 163). 

7 „S-ar zice ca fotografia isi ia intotdeauna referentul cu ea, ambii loviti de aceeasi imobilitate indragostita sau 
funebra, chir si in mijlocul lumii in miscare” (Roland Barthes 2008: 12). 

8 Citam in extenso pentru a cerifica afirmatiile si interpretarea facute textului blecherian „ Numele noemei 
Fotografie va fi asadar: «Acest-lucru-a-existat-cdndva» sau Intratabilul. in latina (pedanterie necesara pentru ca 
lamureste nuantele), asta s-ar spune cu siguranta «interfuit »: ceea ce vad s-a aflat acolo, in acest loc care se intinde 
intre infinit si subiect (operator sau spectator ); s-a aflat acolo, dar s-a si separat imediat; a fost prezent in mod 
absolut, de necontestat, dar s-a si amanat deja” (Roland Barthes 2008: 71). 
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evenimentialul, singularitatea clipei, accidentalul, spectacolul, dar emotiei momentului surprins 
i se adauga simultan distantarea critica, prezenta materials a temporalitatii, constiinta 
„reintoarcerii a ceea ce e mort”. Imaginea fotografica este mai aproape de categoria obiectului 
decat de a semnului si, avand referentul „lipit” de ea, distantarea ce trebuie practicata in acest 
caz este neobisnuita. 

Aceeasi dualitate semantica este relevata si in distinctiile operate de Roland Barthes care 
utilizeaza ,,in analiza fotografici, tennenii de Spectator, Operator si Spectrum, acesta din urma 
denumind referentul devenit eidolon, spectacolul vietii, dar si Moartea. 

Din aceasta perspectiva interpretativa, fo to grail a (fie ea realizata de Spectator, fie de 
Operator) confine mai multa fiinta si cuprindere a sensului existential decat alte fonne de 
reprezentare, „imaginea mea mobila, zdruncinata printre miile de fotografii schimbatoare”, 
observa Roland Barthes, fiind mai aproape de „eul profund”. Retorica barthesiana — 
„fotografia inseamna inceputul existentei mele ca altul: o disociere intortocheata a constiintei 
identitatii” (Roland Barthes 2008: 18) instituie un nou cod interpretativ conducand catre modul 
originar de definire si ajutand autoscopia sa redevina o reprezentare cu radacini mitice. In 
consecinta, si universul in care aceasta se manifests si semnifica va fi de natura simbolizanta. 

Fotografia, forma de autoreprezentare 

Identificarea propriei fotografii se anunta ca forma simbolica de autoreprezentare si 
confera textului valentele unui discurs autobiografic. Dar, depasind stadiul textului-mod de 
autocunoastere, abordarea imaginilor fotografice implied paradigma temporala. Privirea din 
fotografie („privirea dinlauntrul tabloului (Bleck aus de Bilde”) valideaza o realitate temporala 
si existentiala si reclama, simultan, o cercetare a lumii in care este plasat privitorul, aceasta 
inversare a ipostazierilor cognitive obligand la schimbarea naturii celor doua forme de 
spatialitate, impunand stagnarea si iesirea din timp a celei ce tocmai se declara model real si 
valid: 

Intr-un rand, intr-o asemenea vitrina dadui peste propria mea fotografie. Intalnirea 
aceasta brusca cu mine insumi, imobilizat antr-o atitudine fixa, acolo la marginea bUciului, 
avu asupra mea un efect deprimant. 

Inainte de a ajunge in orasul meu, ea calatorise desigur si prin alte locuri, necunoscute 
mir. Intr-o clipa avui senzatia de a nu exista decdt pe fotografie (M. Blecher 1970: 49). 

Revenind la notatiile facute de Roland Barthes este esentiala referirea la fotografie si 
raportarea disociativa a acesteia si a conceptelor adiacente Spectator, Operator, Referent, 
Spectrum, la Moarte. 

Perspectiva din care este privita Gilda in cabina este cea a unui Operator, se creeaza 
impresia de fixare a momentului, de decupare temporala asemanatoare cu cadrul fotografie. 
Daca in momentul privirii naive, eul blecherian era doar un spectator-participant naiv, acum, in 
temporalitatea rememorarii, acesta devine un Operator (fotografie), decupeaza si incadreaza 
amintirea, actiunea de fixare a acesteia fiind profesionista. Roland Barthes identified 
conditionarea emotiei Operatorului („si de aici esenta Fotografiei Fotografului”, Roland 
Barthes 2008: 15) in a avea „un anumit raport cu micul orificiu prin care el priveste (stenope), 
decupeaza, incadreaza si pune in perspectiva” (Roland Barthes 2008: 15), de modul in care 
priveste „viziunea decupata de gaura cheii din camera obscura”. In continuare, barthesian 
privind, fotografia garanteaza realul, existenta lui trecuta si pierduta: „Ea este Particularul 
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absolut, Contingent suverana, mata si cumva bruta, Cutarele..., pe scurt Tuche, Ocazia, 
intalnirea, Realul, in manifestarea sa neobosita” (Roland Barthes 2008: 12). 

Analizand „cadrele fotografice” (intamplarile) realizate de eul blecherian (ca Operator, 
cu evidenta intentionalitatii), remarcam (utilizand terminologia lui Roland Barthes) ca studium- 
ul 9 este definit de copilarie si temele amintirilor. Mai mult, demersul convertirii catre originar 
a sensurilor interpretative este validat de convingerea lui Roland Barthes ca totalitatea surprinsa 
de studium, universul acestuia reveleaza „miturile Fotografului”. Iar punctum- ul 10 , elementul 
tulburator, sensul deja existent, dar atunci descoperit al acestora este spalarea cadavrului - ca 
prezenta fotogralica isi gaseste stranietatea in faptul ca re-prezinta viu ceea ce este mort 
(„imaginea vie a unui lucru mort”). 

Definitia data de Roland Barthes fotografiei relationand-o nu cu formele alteritatii, ci cu 
moartea sustine gandirea creatoare blecheriana. In primul rand reclama aceeasi lectura in 
registru mitic, apoi confirma imaginea unui univers fara viata, forma reflectata, in care, in mod 
fericit, doar unele reprezentari mai au un referent dintr-o realitate indepartata, demult 
disparuta * 11 . Continandu-si moartea, fotografia se apropie ca modalitate de reflectie mai mult de 
teatru (decat de pictura), transformand intreaga lume surpinsa in spatiu teatralizat invadat de 
Moarte: „Fotografia mi se pare mai apropiata de Teatru [...], datorita unui intermediar special 
(sunt poate singurul care vede acest lucru): Moartea. Este cunoscut raportul originar dintre 
teatru si cultul mortilor: primii actori se detasau de comunitate atunci cand jucau rolul Mortilor: 
a te machia insemna sa te desemnezi simultan ca trup viu si mort: bustul dat cu alb din teatrul 
totemic, omul cu fata vopsita din teatrul chinezesc, machiajul pe baza de pasta de orez din Katha 
Kali-ul indian, masca din No-ul japonez. Or, exact acelasi raport il gasesc si in Fotografie; oricat 
de vie ne-am forta s-o concepem (si aceasta furie de a «imita viata» nu poate fi decat negarea 
mitica a unei spaime de moarte), Fotogralia este asemanatoare unui teatru primitiv, unui Tablou 
Viu, figurarea unei fete imobile si fardate sub care li vedem pe morti” (Roland Barthes 2008: 
32-33). Fixarea de catre eul-narator a amintirilor in cadre fotografice, decuparea acestora din 
memorie si insiruirea lor discursiva este o cale de salvare, solutia gasita pentru a iesi din moarte 
— precum Golemul, trecutul, realitatea acestuia, prin fixare fotogralica isi confine moartea. 
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Abstract: Born in Dorohoi, Francisca Stoleru graduated from the Faculty of Medicine in laf, 
in 1960. For three years she attended an internship in a Moldavian rural settlement and for 
another eight years she practiced medicine in Constanta, until 1971 when she left the country 
and settled down in Israel. She went on with practicing her profession in the adopting country, 
as well, in Haifa. Her literary debut took place in 2001 when the author published the volume 
of short stories “Cuibul de viespi”. Plucking up courage in the liter aiy field, the next year, the 
physician of Romanian origin launched another volume of short stories “Vioara cu arcu§ 
fermecat”. In Romania, these two volumes received the Special Award of the International Book 
Fair - I aft, in 2009. In 2005, the writer returned in the literary landscape with the novel 
“Bulevardul Tomis ” and four years later she signed another volume of literature “Migdalul a 
inflorit a doua oara”. Three years later, “Karin mon amour ” was put in print. Like most 
Romanians who chose the path of letters adopted by the Holy Land, Francisca Stoleru became 
a member of the Romanian Language Writers' Association of Israel, and Writers' Union of 
Romania and Romania Writers' Association of Physicians. 

Keywords: bigotry, shrewdness, intellectualness, literary value, medicine 


Nuvelele din primele doua volume, reunite sub numele de Povestiri de adormitpdrinfii, 
fac joncjiunea intre profesia de medic si cea de om al literelor. Experiencele traite in calitate de 
medic §i-au pus amprenta asupra sufletului autoarei §i i-au condus pasii catre un umanism care 
scapa unui simplu scriitor. In finalul primului volum, Cuibul de viespi, nuvelista reu§e§te sa 
surprinda Tnsasi esenta unui medic, legatura speciala pe care acesta o dezvolta cu oamenii §i 
cum, dincolo de ranile trupe§ti, fiecare dintre noi ascunde o poveste: “Perejii unui cabinet 
medical inchid intre ei o cutie a surprizelor. Trupurile ies din inveli§ul hainelor, sufletele apar 
din gaoacea lor protectoare de sfiala si discrete, dezvaluindu-se intr-un ncastcptat amestec de 
adevaruri tainuite. Oameni... destine. Trupuri... suflete. In cariera mea am avut norocul sa 
cunosc sute si sute de oameni, fiecare un tip special, in felul lui, fiecare avand un bagaj de 
amintiri vesele sau triste, fiecare traind in prezent, dar purtand cicatricile si izbanzile trecutului 
- §i care ii influenjau viata pe tot parcursul ei. Nu pop trata trupul unui om fara a te apropia de 
sufletul lui. Cabinetul unui medic este un fel de zid al Plangerii. De multe ori, cheia succesului 
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unui tratament medical este arta de a-1 face pe om sa injeleaga ca exista o ureche sa-1 asculte §i 
un umar pe care sa se sprijine. Un zambet face cateodata minuni. Iar eu, nefiind decat un om, 
m-am inveselit la bucuriile lor, m-am amuzat, in sinea mea, de ciudatcniile lor §i am lacrimat 
la durerile lor.” 1 

Aceasta conexiune intre profesia practicata si cea de suflet transpare din textul scris prin 
grija cu care autoarea analizeaza sufletul uman. Luciditatea de care aceasta da dovada in 
examinarea constiinjei umane §i a resorturilor care o pun in mi scare nu putea fi dobandita decat 
prin studii de specialitate §i prin interacjiunea directa cu omul. Actul scriituri este, de fapt, o 
alta forma de practicare a meseriei alese caci: “Scriind §i publicand literatura in limba romana, 
medicul scriitor vorbestc despre compatibilitatea dintre medicina si literatura, una de rcfcrinta 
daca ne gandim la istoria medicinii §i literaturii.” 2 Parca autoarea §tia cuvintele intclcptc ale lui 
Platon “Cea mai mare gre§eala la tratarea bolilor este ca exista doctori pentru bolile fizice §i 
doctori pentru bolile de suflet, cand acestea nu se pot dcsparti una de alta.” Tocmai dupa 
acelea§i precepte se ghideaza scriitoarea-medic, considerand ca trupul §i sufletul reprezinta parti 
ale unui Intreg ce nu poate fi tamaduit decat ca atare. 

Acolo unde §tiinja nu poate oferi raspunsuri, supline§te valoarea estetica: “Arta incearca 
sa oglindeasca ipostaza inefabila a cxistcntci, stiinja laturile precizabile. Cunoa§terii §tiin|ifice 
ii scapa intotdeauna ceva; catre exprimarea acestui ceva se indreapta limbajele atat de felurite 
ale artei.” 3 

Scrisul reprezinta pentru slujitorii lui Aesculap nu doar o supapa ci §i o intoarcere la 
inocenja primordiala. Oricare ar fi motivajia, cert este ca arta scrisa ii influcntcaza pe medici 
dar si profesia practicata exercita o influenta asupra beletristicii lor: “Profesia aspra de medic, 
dobandita dupa ce formarea personal itafi i unui tanar s-a incheiat, determina in mai mica masura 
scrisul artistic decat genuinul impuls primar, innascut si irepresibil, care izbute§te sa-i dea 
configurare §i sa-1 vadeasca pe artistul adancurilor. E lesne de intcles ca vorbesc despre harul 
cu care a venit pe lume si care il indeamna sa se ia in serios. Asa stand lucrurile, conccptia dupa 
care arta beletristica a medicului este un violon d ’Ingres e mai putin exacta iar cea dupa care e 
un produs al supapei tumultului din adanc e foarte aproape de adevar. Pe de alta parte insa, este 
indiscutabil si faptul ca practicarea medicinii il inraurcstc pe medicul scriitor.” 4 

Bulevardul Tomis (2005) este alcatuit din saptc povcsti de via|a ale unor prietene, medici 
de profesie. Construit ca dintr-un mozaic, romanul imbina memoriile cu stilul epistolar dar §i 
caracterizarea directa. Trama se construie§te treptat lasand sa se intrevada in tcsatura sa nu doar 
caracterele celor ce au fost odata prietene ci si rememorari ale unui trecut dureros al anilor ’70. 
Faptul ca toate personajele acestui volum de beletristica sunt medici, ca si autoarea Insa§i, nu 
credem ca este o alegere Intamplatoare. Autoarea a simtit nevoia, ca cel pu(in in primul ei 
roman, sa faca trecerea lina dinspre literatura de ficjiune spre cea realista. A§adar, romanul 


1 Apud Bianca Marcovici, Invitatd, Francisco Stoleru, 5 septembrie 2009, consultat la adresa 
https://wxwx.wordpress.com/2009/09/Q5/invitata-francisca-stoleru/ . 

2 Elena Solunca, De dor..., in Vi a (a medicaid , nr. 48 (1194), 6 decembrie 2012. 

3 C.D. Zeletin, Traiam senzafiapenibild cd supraviefuiescpropriei mele sinucideri ..., interviu cu Rodica Diaconu, 
LiterNet.ro, 19.11.2004, consultat la adresa http://atelier.liternet.ro/articol/1913/Rodica-Diaconu-CD-Zeletin/CD- 
Zeletin-Traiam-senzatia-penibila-ca-supravietuiesc-propriei-mele-sinucideri.html . 

4 C. Z. Zeletin, Societatea Medicilor Scriitori $i Publici^ti din Romania la 20 de ani , in Viaja medicaid, nr. 50 
(1404), 24 decembrie 2010. 
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Bulevardul Tomis, dcsi construit In stil fictional, I§i are obar§ia In Insa§i biografia autoarei, la 
randul ei ajunsa medic In Israel. 

Pe masura ce autoarea devine tot mai sigura pe condeiul ei, I§i va indrepta pasii literari 
catre proze din ce In ce mai exotice §i chiar teziste. Dar, deocamdata, era nevoie de o tranzitic 
blanda dinspre real spre imaginar iar acest roman raspundea nevoii autoarei de a-§i confinna 
valoarea literara. 

Karin, mon amour (2012) este un roman construit ca o dentelarie, care in periplul sau 
atinge coarda senbila a cititorului, “cu multa inteligenja si subtilitate, in intimitatea de gandire 
a unor femei intelectuale. Autoarea, de profesiune medic, da personajelor sale acea abilitate 
dusa catre perfect) unc de a observa lucruri §i situajii pe care, de regula, le ignoram, dar si 
capacitatea aceea absolut mirabila prin care numai o femeie poate sa descrie o situajie, sau un 
caracter, facand referire la un aparent banal detaliu de vestimentajie, parfum ori coafura.” 5 
Romanul, dincolo de con struct) a detaliata, se dore§te o stradanie de a se opune bigotismului: 
“cxistentci, in lumea contemporana, a unor vestigii de gandire medievala, arhaica, manifestate 
in convingeri excesive, exagerate, ce merg pana la into 1 crania totala fa|a de orice si oricine, de 
la idei si traditii pana la persoane, fie ele §i foarte apropiate. Este, fire§te, vorba de fanatism, de 
acea religiozitate excesiva pe care civil izatia moderna n-a reu§it sa o anihileze, nici macar sa o 
estompeze si care i§i are exponent) de neinduplecat in toate cultele.” 6 in maniera detectivista, 
narajiunca se alcatuie§te din pove§tile a §ase personaje. Familia Zamir, cu cele trei gcneratii: 
Otilia (bunica), Alma (mama) si Karin (nepoata), dcsi crescute in cult mosaic nu dau dovada de 
intoleranja religioasa. Maritata cu Arik, Karin se confrunta cu fanatismul cultului religios la 
care acesta aderase ca membra. Acuzata de infertilitate de catre comunitatrea retrograda, Karin 
fuge cu pictoral Vadim pentra a se salva de la lin§aj. Abia dupa ce o pierde, Arik reu§e§te sa se 
desprinda din mrejele fanatismului caruia ii cazuse prada. Dansatoarea de flamenco 

(2014) reprezinta ultimul roman al autoarei de origine romana §i reu§e§te sa imbine modul de 
exprimare armonios cu agerimea: “un stil in care fraza eleganta face casa buna cu inteligenja, 
umoral subtil §i farmecul special...” 7 . In acest roman, “un fel de balsam cu care ne putem 
vindeca de multele rele care ne inconjoara” 8 , Francesca Stolen; da dovada de o maiestrie 
deosebita In Imbinarea unor fire epice intr-un tot unitar. Ca intr-un tapijerie atent (csuta, 
romanul degaja “o frumuscjc pu(in stranie insa plina de caldura, o caldura placuta care i(i 
ramane nu numai pe retina ci si undeva, adanc, in suflet. §i, ca orice lucrare de acest fel, facuta 
din mii de pietricele sau placuje de ceramica, fiecare cu istoria ei, cu stralucirea §i culoarea ei, 
dar care, topite in ansamblu, capata o cu totul alta dimensiune §i semnificajie, fara sa-§i piarda 
insa nimic din calitajile individual. Evident trecerea la un nivel superior de expresivitate se 
datoreaza mainii, ochiului, inimii precum si talentului celui care a gandit si a lucrat ansamblul.” 9 

Dincolo de aparenta simplitate narativa se ascunde un esafodaj de teme general umane 
ce lasa in urma, dupa incheierea lecturii, un intreg val de rcllccjii profunde. Cuvintele 


5 Mihai Batog-Bujenita, O carte care ar trebui sa ne dea de gandit. Confluence literare, nr. 642 din 03 octombrie 
2012 . 

6 Dan Lazarescu, Intre dragoste §i fanatism, in Viafa medicaid, nr. 32 (1178), 27 august 2012. 

7 Mihai Batog-Bujenita, Francisca Stoleru, dincolo de cuvintele scrise, in Confluence literare, nr. 1296 din 19 iulie 
2014. 

8 Ibidem, 

9 Ibidem. 
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scriitoarei-medic vin sa rascoleasca apele linistitc ale sufletului uman cu interogajii adanci. 
Nelipsit de pilde morale, romanul deslu§e§te cititorului nevoia omului de a fi sprijinit In toate 
de cei apropiaji, de nevoia general umana de se dedica altora §i oferind, sa primeasca. Romanul 
altemeaza povestea lui Iris, dansatoarea de flamenco - poveste ce are loc In Spania - si a Dorei 
- o fetija evreica ajunsa Intr-o §atra de (igani ce colindau Moldova. Cartea unime§te nu doar 
prin exotismul povcstilor ci si prin capacitatea profund umana de a relata doua povcsti de viaja 
reconfirmand “talentul de povestitoare care, cum se Stic, e o conditic sine qua non pentru orice 
adevarat scriitor. La care se adauga acuratctca cu care ea a pastrat, peste ani, nealterata, ba chiar 
mereu imbogajita, limba (arii in care s-a nascut §i s-a format §i in care i§i scrie §i astazi 
«pove§tile» culese cu dibacie din realitate, pentru a le reda o noua vial,a in literatura.” 10 Ca §i in 
romanul anterior, revenirea la sentimente profund umane - dragoste si respect - este singura 
care poate da taria de a dcpasi toate problemele: “Autoarea se folose§te de iubire, care devine 
cheia succeselor eroilor, salveaza aparentclc §i profunzimile, constituie solutia situajiilor 
aparent fara iesire.” * 11 

Agerimea scriitoarei consta In capacitatea de a ascunde “la vedere”, acoperite sub o 
pojghita de prozaism, unele din cele mai interesante Invatamintc. Aceasta pricepere de a tainui 
in mundan injelesuri mult mai profunde, de a crea universuri din oglinzi paralele confera 
unicitatea adancimii naratiunii celei care a profesat cu succes atat ca medic cand si ca literat 
lasand sa se intrevada virtuozitatea condeiului sau: “Numai ca noi, cei obi§nuiJi cu scrierile 
doamnei doctor, slim ca aparenta simplitate a narajiunilor care se ingemaneaza formand un 
intreg fascinant, o acjiune care se urmare§te de-a lungul romanului cam cu sufletul la gura, 
este doar o provocare, deoarece doar in spatele cuvintelor scrise se afla adevarata lor 
dimensiune, aceea data de injelepciunea subtila §i profunzimea unor pilde provenite parca 
din acea stralucitoare inteligenja a stravechimii pe care csti invitat sa o deslu§e§ti si la care ai 
de meditat mult timp dupa ce ai sfar§it lectura.” 12 

Urzeala fina a intrigilor, atenjia la detaliul fie caracteriologic, fie geografic, fac din 
aceste romane nistc scrieri care abunda in stranietate dar care, la momentul lecturarii, par foarte 
IIresti: “autoarea fund preocupata, mai ales, de agitatul mozaic de spiritualitate care reunite 
etnii, religii §i traditii. Scriitura vibranta a scriitoarei plecate din Dorohoiul natal suprapune 
istoria cotidiana pe conflictul dintre cele doua populajii (...) arta de a dezvalui trupurile icsind 
din inveli§ul hainelor, sufletele aparand din gaoacea lor protectoare de sfiala si discrete, 
dezvaluindu-se intr-un neastcptat amestec de adevaruri tainuite in umbra mortii, in care 
migdalii, ca intr-o ninsoare extatica, infloresc a doua oara...” 13 

Dcsi priviji de confrajii literaji sau medici drept hibrizi, neollji, medicii-scriitori au 
meritul de a construi o uniune intre domenii harazite omului. Ambele tamaduiesc patologicul 
uman §i lasa loc recuperarii fizice sau psihice. Atat literatura cat si medicina slujesc, in ultima 
instanja, muritorul: “Dubla profesie, medicina si scrisul artistic, intrejine in cei ce o privesc din 
afara, tocmai prin ingemanarea ei, o ambiguitate de pcrccptic a identitajii, de natura sa slabeasca 


10 Ibidem. 

11 Maria Dragota, Dans §i regasire. In Viaja medicaid, nr. 27 (1277), 4 iulie 2014. 

12 Mihai Batog-Bujenita, Francisca Stoleru, dincolo de cuvintele scrise , In Confluence literare, nr. 1296 din 19 
iulie 2014. 

13 Irina Airinei, Migdalul a mflorit a doua oara, In Clipa, an II Nr. 9 Octombrie 2009, p. 16. 


847 





JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


dreapta judecata si sa harazeasca unui minorat deopotriva medicina medicului scriitor §i arta 
scriitorului medic.” 14 
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SADOVEANU'S NOVEL BETWEEN MODERNISM AND POSTMODERNISM 

Ion Popescu-Bradiceni 


AssisLProf, PhD, “Constantin Brancusi" University ofTargu-Jiu 


Abstract: The transformations of Mihail Sadoveanu’s book emerge from the myth of creation 
and get developed in the domain of the imaginary. They allow for a certain look on literature, 
a particular one, to whom one can only credit for a certain manner to make a reading: as a 
dictation of the writing, arranged around the metamorphoses of the writer, still as a certain 
way in which to conceive the writing at the interference of an intrafiction-metafiction- 
transfiction triad. The programmed craftsmanship in the ceremonial of Sadoveanu’s story¬ 
telling is that reservoir, manneristically inexhaustible and happy. 

In this article’s author vision, Mihail Sadoveanu’s novel is self-representation and anti- 
representation. In context, the meaning reproduction is diachronic-synchronic (that is to say 
paradigmatic-syntagmatic), as the paper has patience, and the reader doesn’t. In search of the 
lost time, the big writer rediscovers the space and gravity law. Ideal entities of language re¬ 
signify the expressivity of all the ' ’matters ’ ’. Mihail Sadoveanu is a sort of an ideal avatar of 
the good of Literature. (I.P.B.). 

Keywords: humanistic utopia, the living power of images, the connection to the original nature, 
the golden branch, archetypal model. 


1. Sadoveanu’s novel as an open work 

We looked for the meta-prose about Mihail Sadoveanu’s prose in a more recent 
‘’history” of Nicolae Manolescu. I found it in a paradigm with Neculce and Creanga as having 
‘ ’the genius of a story-teller”, then in a paradigm with Cipariu and Heliade as getting its fiction 
from the popular books. We can find him together with I.L. Caragiale and Mateiu I. Caragiale 
as an author of an initiate-erotic story on the background of some fantastic events or ‘’ready¬ 
made” with DuiliuZamfirescu as an evocator of a Moldavian provence burning on ‘Tight fire, 
with characters forgotten by the world and ageing before their time” (Manolescu, 2014, 12- 
87). 

Already laid down/incorporated in the ‘’Great Modems”, Mihail Sadoveanu catches 
Manolescu’s attention through the borgesianism avant-la-lettre, that is to say through the 
literacy of the prose, through the decorative-book meta-literary, in a word - with a manolescian 
term already customary to the critical judgement - through its corinthic style. We identify thus, 
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the sliding of modernism towards postmodernism and of course towards transmodernism and 
metamodemism. But M. Sadoveanu the visionary has thought that only a poet, philosopher and 
utopist of literature would pierce the future of living on another realm. He was dreaming with 
his eyes wide open to a world only seen by him. To equip it with another type of library made 
up of over 100 volumes written only by him. 

From the ludic and metaliterary period three novels distinguish themselves: The Golden 
Branch, The Persian Covenant and the Island of Wolves, close the fairy-tales and moral oriental 
stories than to the Western novel. Like Borges, the Romanian Sadoveanu fusions the opposites: 
the erudite and intuitive, reason and imagination, to rise through them, of course conciliated, to 
the superior thought, to pierce through the most hidden meanings of the phenomena, of the 
passions of all categories. 

And they seem so poetic, in a library like ‘’a magic cabinet in which many spirits exist 
under a spell’ ’ which, woken up and called by Sadoveanu, start saying a story by heart; the one 
that hears it, with his interior instances, has only one thing to do: to transcribe it adding 
metafiction here and there, that is to say in its non-essential points. 

It is however a sure thing that all his life, Sadoveanu did not get rid of his obsession that 
literature is expression, like Croce, that said that aesthetics is a ‘’science of expression” with 
the role to include in the intuition-expression, that is to say in poetry, all the other moments of 
the spirit, the logic as well as the ethical (Croce, 1971, 13). 

Borges as well was of the opinion that every structure truly literary is a ‘’poetic work of 
art’ ’ and ‘ ’the poetry is the meeting of the reader with the book, reading the book, discovering 
the book” (Borges, 1988, 31). 

"I always imagined paradise as a library, not a garden" (Borges, 1990, 115) - a 
confession sounds from the same Borges. This assertion is true for the Romanian adept of the 
"sleepless masterpieces" (Gorcea, 1977). 

Sadoveanu's modernity lies mainly in the humanistic utopia. He belongs with Thomas 
Mann, Hermann Hesse, Albert Camus and Andre Malraux Ernst Junger, a utopia ... of a 
humanism found as a transdisciplinary. 

I reread "Glass Bead Game" (Hesse, 1994, 21-508) and I agreed with Manolescu that in 
"Hesse's novel, we discover a very humanist utopia akin why Sadoveanu. If Hesse's Castalia 
man is through music education and mathematics in "pedagogical province" of Sadoveanu, sits 
at the base of philosophy and general education book. Sadoveanu - N. Manolescu show - the 
spirit returns to nature, tame the transreligious and book descended from indigenous folk 
tradition of the Enlightenment, the wise books of India and China, Arab folklore. "The game of 
Hesse, as a synthesis of all contents and values of European culture certainly has a root in 
encyclopaedism eighteenth century, as rationalism moral Sadoveanu: and is equivalent Book 
Sadoveanu as a model of living and education" (Manolescu, 1999 219). 

I reiterate in this section, that plenty of novels Sadoveanu stand today in actuality as 
works opened in terms of a dialectic of order and adventure, and the angle unfairly ignored up 
in 1960, the art Baroque and Neo-Baroque, allowing behold, integration unbroken tradition in 
the spirit of contemporary culture. (Rousset, 1976) 

Poetic opera opened applied prose Sadoveanu, promote and reader-performer acts of 
freedom conscious places him in the position of centre active in a network of relationships 


850 




JOURNAL OF ROMANIAN LITERARY STUDIES 


Issue no. 10/2017 


inexhaustible tasked to reinvent opera "the congeniality with the author himself" (Eco, 2002 
49). 

Moreover, Sadoveanu confessed in 1955 - in an interview with George Bulgar - that he 
liked to look at the beauties living power of language and images they found in many books of 
the past and the creation anonymous folklore. "The work of the artist - and I quote - is 
permanently accompanied by a study of expressive means" (Bulgaria, 1984, 165). 

Art means fostering literary language and phrase searches have harmony, mattings new 
words, metaphors succeed. Literary art qualities are conciseness, accuracy, originality and 
beauty. Author phrase shapes and patterns of exposure, with particular focus on elements 
suggestive images, terms, associations we compare the original and bold. And the emotional 
flow of the creator must be conveyed to the reader through language it uses about the same as 
the story dictates Sadoveanu heroes’ novels, still having only Weighing up his words and 
literary mastery of the craft. 

So M.S. recommends "the precision by concentration, beauty through simplicity, clarity 
in ownership terms" (Bulgaria, 1984, 166). 

2. The mythology of ‘’The golden branch” 

Rereading Sadoveanu, this is the lecture as being a means of the critical thinking and 
that of the disgust/ value judgement on its own, I can see to my own road. 

Yes. Let us take into account that Romania has its own noblemen. At least ‘ ’The Marten 
Brothers” with the ‘ ’Golden Branch’ ’ together could have been honoured with this prize of the 
Swedish Academy. 

Ruxandra Ivanescu and Ana Popescu have coordinated a paper in which they 
commented, praising, 111 famous novels in only one book. I felt happy after the inevitable 
awakening that, within it, is there at its honourable place, ‘’The Annunciation” (1977), by 
Nicolae Breban, ‘’Concert of music from Bach” (1927) by Hortensia Papadat Bengescu, ‘’The 
Old-court noblemen” (1929) by Mateiu I. Caragiale, ‘The Golden branch” (1933) by Mihail 
Sadoveanu, ‘’The walled in windows” (1947) by Alexandru Vona, ‘’Scarred hearts” (1937) 
by Max Blecher, ‘’Matei Iliescu” (1970) by Radu Petrescu, ‘’The Midsummer night” (1955) 
by Mircea Eliade, ‘’Procust’s bed” (1933) by Camil Petrescu, ‘’The Hanged man forest” 
(1922) by Liviu Rebreanu. 

Once constructed by quoting in the Summary (Ivanescu, Popescu, 2005) it's time to 
reveal that Adrian Cristea specifies that the novel can be read as cultural tale, but its value is 
more important, for Sadoveanu publishes this utopia (dystopia / anti-Utopian) into a political 
period full of threats Stalinist-Dej, the communist dictatorship and criminal, for enough of 
intellectuals era they were arrested unjustly and liquidated the extermination camps Sovietised 
abused and driven misfits-faced beast (Cristea, 2005,12). 

In 1933, Europe was indeed on the verge of fascism, the war, the communist antiutopia 
Stalinist-Maoist-Hitlerist; and VIII century Byzantium is a mirror image parabolic-allegorical 
of this implosive Europe undermined inwardly own weaknesses, maintained today. 

Regarding the novel itself - the story itself - is performed first reading pleasure, moving 
the alignment relationship of love, one immanent / transcendent of Kesarion Breb and Maria. 
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Neither parent tandem Kesarion Breb and Plato (the latter avatar of the ancient Greek Plato - 
n.m.) does not lose Farmakon seduction (trans) teaching. 

Therefore, reading tracks could be more: 

- Write tight that uses language signs occult; 

- Novel initiative at any level of metalecture; 

- Overlapping order new over the old, mythical (the order of nature and said Lucian 
Raicu - n.m.) world (Raicu, 1982); 

- Correspondences and differences between the two structures of thought: On this track, 
the new order, seen visionary, as a natural extension of the old one, but fundamental, stable, 
fixed, refoundation of the construction of cultural and civilizational we established grid 
postmodern and / or transmodemist, advised by some and by others with generosity and 
enthusiasm, but I'm accepting suggestions otherwise somewhat cautious welcome. 

Paths applied not only to "The Golden Bough" and other masterpieces but also to 
Sadoveanu, who pulled it out: 

- Java Cafe (1928); 

- Hatchet (1930); 

- The wedding of Princess Ruxandra (1932); 

- Midsummer Nights (1934); 

- Nicoara Horseshoe (1952). 

I start this section with information that after I used as reference source Nicolae 
Manolescu, one of the "Sadoveanu or Utopia Paper" (1976) will be at the right time and 
summarized the Alexandru Paleologu (Paleologu, 1978). 

With a fresh eye, European and uninhibited, Michael Cimpoi in a cameo literary series 
"Classics Romanian" (re) consider the key platoniciano-Aristotelian "the great utopian of 
eternal truths" (as expression yet of Nicolae Manolescu - nm) and retains the series of 
masterpieces: 

- Sign of the Cancer (1929); 

- Land Beyond the Mist (1926); 

- The Marten Brothers (1935, 1943); 

- Persian Divan (1940); 

- Tales from Stramb Tree (1943). 

The mere consideration that launches them exhortations to return to the habitat and 
archetypal rules into global irrationalism and sacred, I recorded as such. 

From the categorical view that they are saved from irrecusably modernity (generally 
futile - nm) system of signs and symbols esoteric escaping hermeneutics usual and always 
remain the order of the Mystery (Blaga? One in "I crush corolla wonders of the world nm) 
pushing novel suasponte in a rescue (Blaga 1968, 3). 

The movement of the characters is one of closing and opening in relation to these signs 
and symbols of illumination and occultation, of rising and falling. These characters do not want 
to lose touch with the original nature, with its primordial mystery. 

If I am to admit that, oscillating between modernism and postmodernism, Sadoveanu’s 
novel would serve ideally as narrative/epopee, and ballad like to Umberto Eco (guided by two 
‘’aesthetics” of Eco, I could try such a recovery/reinventing - my note), then I can say 
motivated that Sadoveanu’s novel remains a work of art, being at any time in the adventure of 
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searching for the perfect language/adamic/natural, of the universal linguistic utopia, of the Indo- 
European of the Geto-Dacic (Eco, 2002), of the magical language, philosophic, semiotic, 
fantastic etc. 

In fact, Mihai Cimpoi thinks - like Croce - that any work of art that reintegrates its 
fundamental lyrical process, that democratizes and makes universal all the narrative formulas 
that could have been somewhat de-phased and risked for the most optimum expressivity, 
withstands to any fashion and historic epoque (Cimpoi, 1995, 108-172). 

The open work has as mark the use of the symbol as a form of communication of the 
indefinite. Sadoveanu’s work is inexhaustible in the measure that it is ambiguous. To a universe 
arranged by laws universally recognized, the writer I am dealing with has substituted it with a 
universe built on ambiguity, in the positive sense, I say, of a permanent possibility to revise the 
values and attitudes (Eco, 2002, 55). 

Strolling through the Sadovenian forest of symbols, Alexandra Paleologu proposes to 
find the fundamental element of an implicit propaedeutic. He walks the long pace of mind 
towards oneself of Sadoveanu simultaneously preoccupied with the polishing of the philosopher 
stone in which possession he was through a miraculous interior transmutation: that through 
which the prosaic is poienic (that is to say a maker), and his novel is a vast visionary poem. But 
the opening towards postmodernism and especially towards transmodernism only happens 
when the novel involves in substance and context philosophical meanings, the de-encryption of 
these augmentingimmensely the aesthetic coverage and efficiency. This other novel of 
Sadoveanu integrates to an order with a law and cosmic character, in which one loses one’s 
identity or more precisely comes from under the incidence of the accidental and of the 
practical evaluations. ‘’This conscience is not a rationalistic one in an instrumental sense, but 
postulates the reason as a substance of the universe” (Paleologu, 1978, 22). 

This novel with a post and transmodern anticipation has the intuition of a vast 
polyphonic cosmology, the scale of the humanity inserting itself in that of the universe as a 
totality. Unlike Iorga, Sadoveanu the visionary has a unique and continuous theory of the 
universe, his maturity work having this theoretical and processional character. As an intellectual 
writer, he transferred to his artistic creation a conceptual philosophy, implying in a coherent 
manner some of the greatest themes and ideas of universal humanistic thought. 

Such a theme sets free from the ‘’Golden Branch” - a novel in which the mentor has 
the pleasure to guide us through in the Unknown Land, obscure, of some symbols almost died 
out from under the many different semiotico-rhetorical ashes. Here, in this novel, ‘’there 
dwell.. .the long archetypal manifestations” (Sadoveanu, 1976, 7), one can hear the mysterious 
voices that relentlessly call from within an Edenic primal nature, Sadoveanu invoking it because 
for his spirit it is still alive and wishes to restore it in integrum,,searching for such sediments” 
of paleontological nature in ‘’the ocean of ocean-time” (Sadoveanu, 1976, 7). 

In a forward, Elena Zaharia-Filipas, re-projects ‘’The Golden Branch” in the horizon of 
a hermeneutics of the myth and, I admit, profitably convinces me. It is about a myth of light, 
resembling in many points to the blagian myth from The Poems of Light (Blaga, 1968, 3-132). 
But also of a myth of the lost time, and the past comes down itself from another past, and thus 
always, that one can almost affirm that Sadoveanu projects man close to his stylistic 
matrix.Returning to the myth of light, this is the lait-motif which traverses the entire series, and 
the highest meaning, philosophical, is related to knowledge, light being an instrument of 
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knowing the essence of things. Like Blaga, the universe appears to Sadoveanu as a weave of 
mysteries, of wonders. I quote: ‘’The aspects of the world and phenomena of nature the magus 
presents in emblems; fixes them with a forever key. After the same method, under the symbol, 
the most abstract truth could become sensitive; a dried-up sentence moved in images; otherwise 
the unknowns would be tamed, the non-animated walls and moral entities would become poetic; 
the metaphysics would show itself in ‘’a goddess’s dance” (Sadoveanu, 1976, 9). 

Thus, the stories, in Sadoveanu’s novels, have permanent truths, practice after an ancient 
ritual, from Memphis, the sacred graphics of spiritual knowledge. Because ‘’the hieroglyphs 
contained a principle of universal knowledge of notions, showing the initiated in a muted 
language” (Sadoveanu, 1976, 10). 

The technique of establishing himself as a narrator character - under the guise of 
Professor Stamatin as the guiding mentor - in his postmodern novel's course. Sadoveanu, alias 
Stamatin, is conscious of his own fictional nature but ultimately realizes that the only way to 
withstand the scrutiny of fiction that is containing it to control the turn, making himself the 
author of the text whose composition is responsible. I quote: "After the teacher (Stamatin - our 
note) our and fulfilled time and prophecy, adding to the chip so dramatically from ancestors, 
was found among his papers a manuscript which I was sent, the intricate meanders of which 
extract story below. With all the oddities that Mr. Stamatin has woven into her story this is, 
after all, a love story "but one - like replica Brian McHale - the KesarionBreb is preparing to 
the point where it will be literally able to write every text appearing as a character. But as long 
as Proust's search is circular, that of Kesarion Breb is a meta-search. "Understanding the 
character of their fictional works often as a kind of trope supreme for determinism - cultural, 
historical, psychological" (McHale, 2009, 194), but thanks to shape and indeterminacy of poetic 
Sadoveanu, the emotional power of words of novalisian evocation of the power of poetry as 
"the art of meaning vague and imprecise meaning?" (Eco 2002, 53). 

Not to see that the teacher is the author that died Stamatin posthumously: dead but still 
with us; with us, but dead. As John Fowles, the "French Fieutenant's Woman" - whose story is 
from a time away entirely imagined, characters created by novelist existing only in his mind 
(Fowles, 1969, 85) and Sadoveanu shattering the surrounding world Byzantium simultaneously 
around the real world, Byzantium being only an "allegory" of it, what is given storyteller, he 
brings to reality the upper allegorized in a Dacia home that's more an imaginary realm of myth, 
than reality. In other words, to break the metafictional gesture is a form of superrealism about 
the likes of Gabriel Josipovic fixed that sense that reality is taking the image as postmodernist 
gesture (Josipovic 1971, 297). This gesture metafictional to sacrifice an illusory reality in 
favour of a "higher reality more real," that the author sets a precedent: Why this gesture would 
be repeatable so as a traditional ritual? Author's voice penetrates after the "death" of Stamatin 
in his own fiction to declare fictionality "It was, of blessed Zalmoxis, the weather in the fifth 
cycle, counting cycle as the days of the year, even three hundred sixty-five years ... "(Sadoveanu 
1976, 15). This is the incipit bequeathed story writer. Alexandru Paleologu running "The 
Golden Bough" from modernist fiction to the postmodern in the sense that no fines at all 
compositional and syntactical conventions of modernist framework. But rather it is crediting 
the dominant modernist fiction that is epistemological (ie pertaining to the understanding and 
interpretation of the world in style gnosiological). But changing the time Sadoveanu dominant 
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epistemological with ontological dominance which means that postmodern fiction post 
cognitive develops strategies with additional questions: 

- What kind of world is this? 

- What to do with it? 

- What kind of world exists, as constituted and how they differ? 

- What happens when different worlds are made to face? 

- How is the existence of a text and its way of life of the world (or worlds) that you / 
they design? 

- How is it structured a world imagined? 

Sadoveanu novel answers to all these questions with complex answers. In virtue of its 
perfect model, absolutely archetypal of Platonic anamnesis and involves "the myth of the 
eternal return Eliade" (Eliade, 1999). This myth comes in addition to those noted by Zaharia- 
Filipa§: 

- The myth of light, 

- Myth spot, 

- Mission superhuman myth, 

- Myth attribute categorical imperative, 

- The myth of the journey of knowledge, 

- The myth of self-knowledge, 

- The myth of silence and solitude, 

- The myth of the perfect, 

- Aspiration for peace pure myth, 

- Dacia absolute myth, 

- Zalmoxe myth, the Dacian God, 

- Myth pastor (so the Mioritic) 

- Alien myth (drag Camus and Popovici - n.m.) 

- The myth of the will to power, 

- Citadel fairy-tale myth (Byzantium year 780 of the Christian era) 

- Erotic myth (the myth of love as aspiration towards beauty ideal) 

- The myth of the goddess of love, embodied in the Amnia child, Diana, and impossible 

love, 

- Vesper myth, 

- Myth sun sunset 

- Equinox myth, 

- Myth and so forth solstice etc. 

All these myths (Zechariah-Filipa§. 1976 2005-232) are all recurringin the topos in 
Sadoveanu's prose with abundant literary themes and motifs, inexhaustible by treatment. 

But the significance of the novel "The Golden Branch" out of the archaic world of myth 
and extends to understanding modern blameless guilt of Kesarion Breb that may be related to 
the theme of the absurd. 

In terms of narrative it is clear that the myth descends into the incredible tale (Episode 
with the small and delicate shoe that descends from the fairy tale Cinderella - n.m.). 

The fairy tale is a conventional reality - mysterious which is expressed symbolically 
through the language of signs that send us thinking - is not it? - to the forest of signs or symbols 
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of Blaga of correspondences of Baudelaire (Baudelaire, 1993, 24). Yet the tale is only a 
momentary temptation storyteller, for a ceremonial aspect of the narrative is undermined if the 
storyteller mistrust that sometimes introduce a note of irony to the text - how else? - If not by 
default, as in "Monadologia" G. W. Leibniz 'system defaults to harmony "(Leibniz 1994, 51- 
88 ). 

I. Negoijescu also has the same claim: as the symbolic novels, The Hatchet (1930) and 
The Golden Branch (1933) are diametrically opposed, trans-significant and mythological but 
on the same axis. Thus "Hatchet" is a novel of de-mythic (demystification) and "The Golden 
Bough" is a novel of mythic (mystification). (Negoijescu 1976, 142-148). 

The Hatchet artistically resists the ability to not be tempted by the myth of Miorita and 
not to be confused in stylistic levels. In other stories - for example in Bear's Eye (1939) - 
roughness and violence of nature pain fabulous amounts to a fantastic vitalism, the order of 
sacred terror. 

Parallel to The Hatchet, The Golden Branch develops and performs ostentatiously the 
symbol and makes the spiritual novel - the kind of initiative by Hermann Hesse. In the same 
vein. His Majesty the Child Forest and Persian Divan reaffirm and rediscover the passion of its 
own intellectual game of the genius that is Sadoveanu (Negoijescu 2002, 239-243). 

3. The writing novelty 

Eventually this masterpiece obligates you to always come back to it. ‘’The Golden 
Branch” is a ceremonious fairy-tale perhaps? Yes. Is there a bit of magic inside as well? Of 
course, but there is also a choreography of symbols. Like the gestures, the words have a certain 
substrate. Philosophic? Yes. Because ‘’The Golden Branch” is a story related to Zadig or 
Candide by Voltaire, which gravitates around the symbolic generalization area. In this area of 
the corinthic the only perceivable plan - considers N. Manolescu - is the symbolic one. In the 
transparency of the beings, of the gestures, of words, we see the general picture. This novel 
remains one of a noble nature. The relation is vertical, paradigmatic. Every moment of the 
narration contains its own explanation. The parabola like the fairy-tale operates with cliches, 
the effect of the proverb comes from recognition and not from its novelty. The relation text- 
reader has in this sense the aspect of a happy cohabitation between philosophy and pedagogy 
but also that of pleasure reading; that of reading on a diachronic level on the basis of the 
classical paradigm of reading. It is linear, irreversible and uninterrupted, and ‘’in the name of 
the freshness of impression” (Calinescu, 2003, 49). The book seems to inspire life, offering it 
a harmonious model to be: the world can be read and deciphered, its alphabet, be it rational, 
permits the input of imagination into knowledge. Like Descartes, whose metaphysical 
meditations argue the existence of God and the soul of man, I could state that Sadoveanu’s 
thinking envelopes an entire conceptual network in the full evidence of the cogito. (Vizureanu, 
2000, 85). 

Thus, ‘ ’The Golden Branch’ ’ becomes the biography of a problematic hero (or demonic) 
of the novel. The structure of the fairy-tale metamorphosis into the novel structure. According 
to Lukacs’ definition ‘’this need of thinking is the deepest melancholy of any big and authentic 
novel” (Lukacs, 1977, 90). ‘’The Golden Branch” is part of this super-class. It is the novel of 
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a hero sitting in the centre because through only his search and find action it becomes a 
manifesto, the clearest, the totality of the world. 

Like Goethe's Wilhelm Maister, Kesarion Breb lives the novel of disillusionment 
marked by his own loneliness, but his mission is to highlight the corruption of reality: the 
inevitability of failure of each interiority, any individual destiny is but an episode, and the world 
is composed of an endless number of such episodes. (Lukacs, 1977, 137). 

What turns the fairy-tale into a tragic novel is the falling in love of Breb for Maria in 
the novel. But Breb's quest becomes inauthentic, degrades in agreement with the degraded 
world where he and Mary live. "Observe - Manolescu conclusion sounds like - that without this 
degradation Breb would not have become a hero of the novel (being stuck as Prince Charming 
or just The Prince) and the tale would have remained unalterable. Between the hero and the 
world, there would not have been a conflict. His wisdom would have continued undisturbed to 
check the model of world that created it. In other words, the world itself could be taken as easily 
and naturally as a metaphysical shape of the foot of Mary that took the royal show shape. 
"(Manolescu, 2000, 614). 

The hermeneutic exercise of Alexander Paleologu should not, in this paper, be ignored. 
He begins by signalling that the magician in "The Golden Branch" is identical to that of 
"Ghosts" by Eminescu: "Fantastic seems to grow old white and gentle, / In air lifted the charms 
stick" (Eminescu, 2002 176). Then explains what the title: "Gold is a branch that will shine in 
itself but time" (Sadoveanu 1976, 191). Therefore, it is an intangible connection, transcendent 
and eternal, through their love, transfigured and "saved" to stand forever as an incorruptible 
celestial arch, on land and sea, between the hidden mountain of Dacia and the Island of 
Principles. But Frazer provides the correct symbol: The Golden Branch as the mistletoe and 
KesarionBreb as so-called king of the forest (Frazer, 1980, 176-193), poet and guardian of the 
sanctuary of Zalmoxis and Diana. Magus Kesarion has a mystical edge to him and within him 
meet a pragmatic and active character, utilitarian and of course wizardly with another mystical 
one of a "union with those powers, to merge into them and of ecstasy, through which the 
bordered individuality of man is denying itself and goes beyond, bringing happiness to itself 
"(Paleologu 1978, 45). 

Sadoveanu in mind, the concept of magic, which involves learning the cosmos as a 
unified and living being, they embrace all forms and levels. Besides the cult ones, they embrace 
also those primitive and archaic, besides the rationalist and the transcendent. 

Reason is understood as having an instrumental, functional character, while 
substantially transcendence is understood as having a real existence, over- or extra-mundane as 
representing a realissimumens."The Golden Branch" is like a novel ad descensusinferos, 
because obviously, Hell is s Byzantium. But she, twig of gold as such, may take example and 
form "a hatchet." And the novel "Hatchet" is tantamount to an anti-Ewe and a descent into hell. 
And the only realistic masterpiece series of Sadoveanu, it is true also developing a ballad. 
Drawing on her, the writer wrote a novel of an intrepid and a successful attempt that is not 
further explained in the myth horizon. In this "bourgeois" novel, realism becomes an effective 
artistic method. Fet us explore it further. The Hatchet contains not one but two complementary 
structures: one monographic, epic, realistic; another symbolic, mythical. The first stems from 
the fact that the pastoral, archaic society from the ballad "Ewe", faces a new world based on the 
accumulation of capital, which has its specific institutions and mores. On the other hand, the 
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mandate Vitoria Lipan is sacred and transcendental in sense, sprang from the reality of the myth, 
what makes a heroine into an Antigone. Mihail Sadoveanu reconfirms gloriously the "right to 
literature" (Apetroaie 1982, 109) and "novelistic clarity " (Blanchot, 1980, 264). 

It is a total clarity, equal, we could call it monotonous. It permeates all space and as 
always is the same it seems to transform time itself, giving power to the reader and it pervades 
according to new meanings. 

But if "The Hatchet" is a clarity that makes everything to be ... clear, early and showing 
everything not revealing himself, it is all that can be mysterious. In Sadoveanu's book, one 
imposes a first underscore: the apparent description of the most objective. Everything is 
described in "The Hatchet" thoroughly and with regular precision. 

It would seem that we see throughout the deployment of trauma / drama, but everything 
is not only visible; in fact - Blanchot would insist to point out - in this a murder mystery, Vitoria 
Lipan wants to recover a dead time in which her husband had slipped; crime leads us to the 
killer through a maze of clues and traces (Blanchot, 1980, 264-271). 

And the writer leads us to the truth with a fine art of images, which is constructed 
gradually by overlapping subtle details, figures, memories, through metamorphosis and bending 
a drawing or outline around which it organizes and animates everything the traveller sees. 
Everywhere, the poetry of the past and nature surround themselves with mystery. The real and 
the unreal often are to be confused and, timidly, the evoking extends into the fantastic. In "The 
Wonderful Grove" (1922), it enlivens a nocturnal forest life that seems a miraculous replica of 
"A Midsummer Night's Dream" by Shakespeare (Munteanu, 1996, 167). The fantastic in the 
works of Sadoveanu descends from mystery and fabulous popular traditions and once reached 
in the hands of the "old chronicler," but also of the popular rhapsody, both meeting the narrator 
that reconstructs events petrified long ago that the reminder to bring back to the fore a story so 
mysterious and of an extraordinary heroism descended directly from the olden song, ballad, the 
cult of the heroic age of humanity, thus highlighting the mythical reverse the removal time of 
the narrator of events. “The Mythical Man (Sadoveanu - n.m.) owes his quality not only to the 
prominent gestures that he performs, but also to the memorable succession of forces which they 
consider sacred" (Dan 1975, 158). A particular note is that the fantastic writer addresses the 
fairy-land domain - the fairy-tale consequently being the Olympus in which its characters 
believe in. 
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Abstract: Analysing the rapport between mythos and logos, Jean Pierre Vernant emphasises 
the singularity of the mythical thoughtfulness, considered as a veritable language with its 
proper codes and grammar. In the interpretation of the two founder Greek myths: the myth of 
the ages and the myth of Prometheus, he advances another method based on a philological 
strict analysis of the text. In the case of the first myth, he concludes that it is not only an 
aetiological myth, explaining the misery of the human being, but also a myth about our 
ambiguous existence. Establishing many parallels between the accounts of Prometheus and of 
Pandora, in Days and Works and the Theogony of Hesiod, Jean Pierre Vernant enriches the 
significance of the myth. The rapport between the reality and the appearance is problematic, it 
chimes with an ambivalent structure. Human comprehension has its limits and the 
dissatisfaction is inherent to the human condition. 

Keywords: reread, myth, structure, age, Prometheus, Pandora, human condition, ambiguity 


A partir des annees cinquante, le mythe acquiert definitivement une nouvelle dignite. 
S’appuyant sur les methodes de Mauss 1 , de Dumezil et de Levi-Strauss 2 - dans le mouvement 
general des approches nouvelles en linguistique dans la lecture des textes 3 - Jean-Pierre Vernant 
s’attache a une relecture des recits de la mythologie grecque. 

Grace aux travaux des anthropologues sur les mythes amerindiens, on sait desormais 
que ces recits ne sont pas des histoires divertissantes, histoires de nourrices pour enfants comme 
disait Platon, mais qu’ils sont une forme de pensee, Texpression d’une conception du monde. 
Pensee dite « archaique », dont Vernant a montre qu’elle est a «l’origine de la pensee 
grecque », qu’elle contient deja des reponses aux questions que reformuleront les philosophes. 
Nous n’aborderons pas ici les raisons politiques qui ont provoque, en Grece ancienne, «le 
declin » du mythe au profit de la pensee philosophique definie par Vernant comme « fille de la 
cite ». Nous nous limiterons a preciser ce qu’il dit sur le rapport entre mythos et logos. 


1 M. Mauss, Sociologie et anthropologie, recueil de textes, Paris, PUF, 1950; Essai sur le don. Forme et raison 
de I’echange dans les societes archaiques, PUF, 2007. 

2 G. Dumezil, Mythe et Epopee, I-III, Paris , Gallimard, 1968, 1969; C. Levi-Strauss, Mythologiques, I-IV, 
(1964, 1966, 1968, 1971). 

3 Les travaux de Jakobson, Propp, Greimas, Genette 
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Traditionnellement au mythos dupoete etait oppose le logos du philosophe: le premier, « recit », 
etait caracterise par la versification, sa dimension religieuse, sa contingence et la seduction 
exercee sur Tauditoire; le second, « discours », relevait de la prose, de la raison, d’une verite 
etemelle et suscitant la reflexion. Or le mythe met en jeu une forme de rationality, differente 
mais non moins logique; Vernant Ta souligne en particulier a propos des cosmologies 
qui « reprennent et prolongent les themes essentiels des mythes cosmogoniques. » 4 

Mais il ne s’agit pas uniquement de souligner la continuity de la pensee dite alors 
« prelogique » avec la pensee logique. L’apport des sciences humaines et de la linguistique 
structurale est de montrer que la pensee mythique est un veritable langage, avec ses codes et sa 
grammaire. Ce qui conduit a considerer ses recits comme Texpression d’un veritable systeme 
de pensee, d’une ideologic: «ils contiennent le tresor de pensees, de formes linguistiques, 
d’imaginations cosmologiques, de preceptes moraux, etc. qui constituent l’heritage commun 
des Grecs de l’epoque preclassique », dit Roubaud cite par Vernant. 5 Et done a les prendre au 
serieux, a les analyser en tant que tels, pas uniquement comme allegories ou balbutiements 
d’une reflexion qui sera ulterieurement theorisee. Les deux exemples dont nous nous proposons 
de resumer 1’analyse vont nous permettre de degager l’apport specifique de Vernant dans la 
relecture des mythes fondateurs de la pensee grecque. 

1. Le premier exemple que nous avons choisi, celui du mythe des ages, souligne le 
changement de methode dans la lecture de ces textes antiques - lecture au sens premier du 
terme. Le postulat philologique, qui irrigue les analyses de Vernant, est que les textes sont a 
prendre a la lettre: tous les mots comptent, aucun n’est place la ou il est place, au hasard. Alors 
qu’on avait coutume, jusqu’alors, de bousculer les textes transmis, avec comme raison la non¬ 
liability de cette transmission, d’abord orale puis par copie de manuscrits. Les passages qui se 
revelaient problematiques pour 1’interpretation, car n’entrant pas dans la coherence suppose du 
texte, recit ou raisonnement, etaient alors consideres comme des moments de faiblesse de 
l’auteur ou comme interpoles, rajoutes par tel ou tel copiste; du coup on inversait les vers, 
depla?ait des pans entier de texte ou supprimait carrement les passages de l’obele. 

Or Vernant pose comme principe que ces textes, meme s’ils sont herites de la tradition 
orale, une fois ecrits, sont des textes litteraires, au sens plein du terme, done penses, elabores et 
travailles dans leur formulation qui doit, par consequent, etre respectee, a la lettre: « On doit 
s’efforcer de donner du mythe, dans le detail de sa configuration textuelle, une analyse 
exhaustive. En droit, il n’est pas une sequence, pas un terme du texte dont il ne faille rendre 
raison. L’enquete doit prendre en consideration, a un premier niveau, l’ordre narratif tel qu’il 
apparait a travers 1’analyse du mode de composition, les rapports syntaxiques, les liaisons 
temporelles et sequentielles inherentes au recit. Mais il ne serait pas suffisant de degager, dans 
la trame du texte, 1’articulation des episodes, les connexions internes des sequences; il s’agit de 
mettre en lumiere ce que les linguistes appellent la grammaire du recit, la logique de la 
narration, en montrant suivant quel rnodele fonctionne le jeu des actions et des reactions, quelle 
dynamique preside aux changements qui forme la trame de l’intrigue au cours de la fable.» 6 
C’est au lecteur de trouver la logique a l’oeuvre dans le texte et ce a partir du texte, en pratiquant 


4 J.-P. Vernant, Les origines de la pensee grecque , PUF, 1969, p. 102. 

5 J.-P. Vernant, L ’univers, les dieux, les homines , Paris, Point Seuil, 1999, p. 12. 

6 Idem, Mythe et societe en Grece ancienne, Paris, Editions Maspero, 1974, p. 246-247. 
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une analyse philologique stride et serree, au lieu de plaquer une grille de lecture prefabriquee 
et de supprimer ce qui n’y entre pas. Cette rigueur rend le travail plus ardu en bousculant les 
habitudes de pensee et les categories, mais, bien evidemment, rend la demarche plus honnete 
intellectuellement et la recherche plus valable scientifiquement parlant. 

La lecture traditionnelle de ce recit qui enumere la succession des ages de l’humanite 
etait d’en faire 1’illustration de la degradation, physique et morale, de la condition de 
mortel. « L’erreur de nombreux auteurs avant J.-P. Vemant ne fut pas de chercher a reconstituer 
a tout prix un mythe a quatre races metalliques. II fut de vouloir a tout prix que ces quatre races 
soient dans une degradation reguliere.» 7 La relecture, en echange, de Vernant a ete consideree 
« un texte fondateur » 8 , une « rupture decisive » 9 par rapport aux interpretations anterieures de 
ce mythe, « en proposant une alternative nettement definie a la conception re?ue ». 10 Les 
interpretations structuralistes * 11 et surtout celle de Vernant «font date ». 12 Elies ont 
declenche «un renouveau dans 1’etude des mythes grecs » 13 . 

Jean-Pierre Vernant se situe dans le sillage de Victor Goldschmidt. Les deux sont 
d’accord que le poete grec a unifie et adapte deux traditions differentes: le mythe genealogique 
des ages et la division structurale du monde. Cette hypothese se soutient, dans la conception de 
J.P. Vernant par l’explication que la pensee mythique, lorsqu’elle essaye d’expliquer une 
genealogie, recourt necessairement a une structure. Celle proposee par V. Goldschmidt 
correspondait a la theologie grecque traditionnelle: le cycle des quatre ages, d’or, d’argent, de 
bronze et de fer correspondait aux trois categories de pouvoirs surnaturels: les demons, les 
heros et les morts. Vernant remplace les categories theologiques grecques par le systeme 
tripartite fonctionnel indo-europeen: la souverainete, la guerre et la production. La race d’or et 
d’argent correspondent a la fonction de souverainete, les races de bronze et les heros a la 
fonction guerriere et la race du fer et du fer degrade a la fonction de la fecondite, a 1’agriculture. 
La methode structurale reussit a expliquer la succession des ages et a surprendre la coherence 
et la « signification globale » du texte. 

Celle-ci se reduirait a deux finalites: les homines et les dieux ont la meme origine et la 
le?on adressee par Hesiode a son frere pour respecter la dike et pour ne pas tomber sous le 
pouvoir destructeur de Yhybris. Vemant a retrouve cette structure dans le texte et dans l’ordre 
impose par la narration. II affirme que la succession des generations se retrouve dans la 
« structure hierarchique de l’univers ». L’age d’or situe dans le temps de Cronos ne connait que 
l’ordre, la justice et la beatitude. II est le premier, non pas dans un ordre chronologique, mais 


7 Patrick Kaplanian, Mythes grecs d 'origine I Promethee et Pandore, Paris, Editions de l’Entreligne, 2011, p. 
274. 

8 J. C. Carriere, Le mytheprometheen, le mythe des races et Vemergence de la cite-Etat, dans Fabienne Blaise, 
Judet de la Combe, Philippe Rousseau, Le metier du mythe : lectures d ’Hesiode , Presses Universitaires du 
Septentrion, 1996, p. 408. 

9 M. Crubellier, Le mythe comme discours, Ibidem, p. 434-435. 

10 Ibidem 

11 Voir les interpretations de V. Goldschmidt, « Theologia », Revue des Etudes Grecques 63, 1950, p. 33-59; J. 
Defradas, Le mythe hesiodique des races. Essai de mise au point, «Information litteraire »17, 1965, p. 152-156 ; 
de J.-C. Carriere, Le mythe prometheen, le mythe des races et la naissance de la Cite-Etat, L. 

Couloubaritsis Genese et structure dans le mythe hesiodique des races. 

12 Ana Neschke, Dike. La philosophic poetique du droit dans le « Mythe des races » d ’Hesiode, dans Fabienne 
Blaise et alii, op. cit., p.461-478. 

13 L. Couloubaritsis, Genese et structure dans le mythe hesiodique des races, dans Blaise Blaise et alii, op. cit. p. 
481. 
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dans un ordre de valeurs. Les etres royaux, qui vivent pendant cette periode, vivent sans 
connaitre le travail pour produire leur nourriture, parce que la terre produit d’elle-meme 
spontanement. Ils ne connaissent pas la guerre, ils sont nes pour regner. Ils se rejouissent du 
privilege royal, basileion gems, ils ont les qualites de phylakes et de ploutodotai. Apres la mort, 
ils deviennent des demons epichthoniens. On passe de l’age d’or, dans lequel les homines vivent 
longtemps, dans l’oisivete, la paix et la joie, a l’age d’argent. Les homines alors meurent au 
bout de cent ans, apres avoir manifesto des signes d’impiete et cVhybris. Mais leur hybris se 
manifeste seulement sur le plan religieux, en pratiquant Vadikia et en ne respectant pas la 
souverainete de Zeus. Ils sont les analogues des Titans, des divinites de la demesure et du 
desordre. Apres la mort, ils deviennent des demons hypochthoniens. 

Suit l’age de bronze, caracterise par la guerre, seule occupation d’hommes « au coeur de 
bronze » qui s’entretuent, avant que ne vienne l’age des heros « plus justes et plus braves », 
dont les exploits sont ceux de guerres justes, comme par exemple la guerre de Troie. La plupart 
des heros deviennent apres la mort des anonymes. II y en a, pourtant, quelques-uns qui 
beneficient d’une destinee plus heureuse, ils continueront leur existence dans les lies des 
Bienheureux. Cet age se definit par rapport a l’age de bronze, il est complementaire et opposee 
en meme temps dans la meme fonction. Les heros se soumettent a dike, tandis que les hommes 
de bronze sont soumis a Yhybris. L’etape suivante est la race de fer, la notre, dure condition de 
travail et de miseres, dans laquelle « quelques biens se trouvent meles aux maux ». Mais le texte 
envisage l’age suivant, qu’on pourrait appeler de « fer bis », decrit au futur, dans une vision 
prophetique apocalyptique ou l’hypocrisie le dispute a la mechancete et ou « seul droit sera la 
force ». La vie de cette race est vouee au ponos, les hommes sont obliges de labourer la terre 
pour obtenir leur nourriture. Cet age connait les maladies, la vieillesse, la peur de l’avenir et la 
necessity de la reproduction. Le symbole de cette vie miserable ou le bien est mele au mal est 
incame par Pandora. Elle symbolise la femme et la terre, toutes les deux ayant la fonction de 
fecondite. Condamne a vivre dans cet univers, l’homme doit apprendre a choisir entre les deux 
Eris evoquees au debut du poeme. La bonne Eris le pousse a travailler, a respecter l’ordre 
impose du dehors. S’il choisit la mauvaise Eris, il vivra sous l’empire de la guerre, de la violence 
et de la querelle. Cette menace a pour objectif d’effrayer Perses, le frere d’Hesiode directement 
interpelle dans l’ouvrage, en lui montrant ce qui l’attend s’il continue a lui chercher noise et ne 
se resout pas a se comporter loyalement. 

Or Vemant, parmi, d’autres indices, releve deux points qui rompent la continuite de la 
degradation. La quatrieme race, celle des heros, est meilleure que la precedente, et Hesiode dit 
au vers 176: « plut aux dieux que je fusse ou ne plus tot ou mort plus tard », souhait illogique 
dans la perspective d’un futur pire que le present. Au lieu de rejeter ces deux accrocs a la 
coherence de la lecture traditionnelle comme etant soit une interpolation, soit une expression 
toute faite a ne pas prendre a la lettre, Vemant propose une nouvelle interpretation. Hesiode ne 
raisonne pas sur un temps lineaire, mais sur une conception cyclique du temps, inspiree du cycle 
des saisons. « Au lieu d’une suite temporelle continue, il y a des phases qui alternent selon des 
rapports d’opposition et de complementarity Le temps ne se deroule pas suivant une succession 
chronologique, mais d’apres les relations dialectiques d’un systeme d’antinomies dont il nous 
reste a marquer la correspondance avec certaines structures permanentes de la societe humaine 
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et du monde divin. » 14 A une structure strictement diachronique, il faut substituer une structure 
synchronique qui se superpose a la succession des generations. L’analyse lexicale conduit 
egalement a noter que la succession des ages fonctionne par paires dans lesquelles on a affaire 
chaque fois a une alternance de l’antinomie dike/hybris, «le juste » et « Tinjuste », par 
symetrie : or-juste / argent-injuste, puis bronze-injuste/ heros- juste, puis fer-juste +injuste/fer 
bis-injuste seul/ Si on continue le cycle, il est alors logique de souhaiter vivre plus tard. 

Dans 1’interpretation de Vernant la troisieme fonction, celle de la production reste un 
probleme, parce qu’on retrouve dans cette race des marques des deux premieres fonctions. On 
y rencontre aussi les rois et les guerriers, quoique l’interet soit dirige vers le labeur. Mais Patrick 
Kaplanian « au risque de vouloir paraitre plus « vemantien » que J.-P. Vernant lui-meme », n’y 
voit aucun probleme, parce que, affirme-t-il, aucune race n’est pure En echange, Page des heros 
occupe la place centrale ; il assure l’equilibre de la structure du texte. Dans la vision de Vernant, 
les premiers deux couples de races appartiennent a un monde passe, tandis que Page de fer est 
le monde d’Hesiode, caracterise le present. Entre ce passe et ce present, il y a une difference 
plus grande qu’entre les premiers deux couples appartenant au passe. 

La nouvelle lecture est done la suivante : ce recit n’est pas seulement un mythe 
etiologique expliquant la misere de l’homme, mais il dit egalement que notre condition, au lieu 
d’etre une comme celle de dieux, est ambigue, nous avons « quelques biens meles aux maux », 
la dike est melee a l’hybris. Et qu’il est de notre responsabilite que l’hybris ne triomphe 
defmitivement. L’accusation d’avoir applique la theorie de Dumezil d’une fag on dogmatique 
et mecanique peut etre rejetee par Vernant lui-meme qui dit que la fonction tripartite ne 
represente pas le but du texte. Celui-ci vise en fait l’opposition dike-hybris. Jean Claude 
Carriere reconnait que le trifonctionalisme s’est avere « operatoire » dans le traitement du 
mythe. Il accepte l’idee qu’Hesiode aurait pu consciemment ou inconsciemment utiliser « ce 
que l’ideologie tripartite conservait de force structurale » dans la structure du mythe. Vernant a 
repere des oppositions significatives qui constituent un point de depart pour tous les chercheurs. 

2. Passons au second exemple que nous nous proposons d’analyser. Le mythe de 
Promethee est present, dans l’oeuvre d’Hesiode, dans deux versions: Pune apparait dans la 
Theogonie, v. 535-616 et l’autre dans Les Travaux et Les Jours, v. 45-105. Entre les deux, il y 
a une relation de complementarite. En s’eclairant reciproquement, elles forment un ensemble, 
auquel Vernant applique une analyse fonnelle et semantique. L’analyse formelle envisage les 
agents, les actions et P intrigue, tandis que P analyse semantique surprend les details et les 
relations complexes entre les diverses sequences du texte. Toutes les deux sont employees pour 
degager la logique du recit qui apparait comme le resultat de leur imbrication. 

Au niveau formel, le mythe de Promethee se distingue par une forte coherence. La 
logique du recit deduite du rapprochement des deux versions, exprime le statut de la condition 
humaine, caracterisee par une ambigu'ite ou les biens et les maux sont «indissolublement» 
meles. Zeus cache un bien qui ne peut etre obtenu « qu’a travers les maux qui l’enveloppent ». 
D’autre part, il offire aux mortels un don, en cachant sous l’apparence du bien un mal. Il y a une 
logique parfaite, une continuite du recit, des episodes qui s’enchainent les uns aux autres. 
Comme suite au partage fait du boeuf immole par Promethee, Zeus refuse aux humains le feu, 


14 J.-P. Vernant, Mythe etpensee chez le Grecs, Paris, Editions Maspero, 1965, p. 38. 
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Promethee vol le feu, en contrepartie, Zeus offre la premiere femme. « Le reseau serre de 
correspondances symboliques » met en evidence le theme de Tambigu'ite et de la duplicite de 
la condition humaine. Au centre du mythe est place Tepisode sacrificiel, qui devient 
responsable de la distance creee entre les homines et les dieux. « Dans et par le sacrifice s’ouvre 
et se perpetue la distance separant les mortels des Immortels; sur la ligne de partage des 
morceaux de la victime se projette la frontiere entre Timmuable jeunesse des Olympiens, 
maitres du ciel, et cette forme ephemere d’existence que les homines doivent desormais, sur la 
terre, endosser pour devenir eux-memes. » 15 Le role du sacrifice est de refaire l’unite 
primordiale entre les deux races, d’etablir une sorte de communication, « de jeter un pont de la 
terre vers le ciel », d’eveiller le souvenir des jours ou les dieux et les homines banquetaient 
ensemble et de souligner que cette heureuse epoque est passee irrevocablement. Les homines, 
par leur mode specifique d’alimentation, par la consommation de la viande, reconnaissent leur 
inferiorite par rapport aux dieux. 

En organisant Taction du mythe autour du sacrifice, Hesiode Finsere dans le contexte 
socio-culturel, pour degager « la configuration de Fespace mental ». En soulignant le role du 
sacrifice dans le mythe, Vernant refait F image de la condition humaine, transmise par le poete 
grec. La race des mortels a ete separee des bienheureux immortels par une « une procedure 
incertaine et biaisee », ou le conflit s’est resolu non pas violemment, mais par la firaude, par la 
tromperie « en douceur », en prenant son rival dans son propre piege. Le nouveau statut des 
mortels implique toutefois une reference pennanente a la divinite. En plus, ce statut est ambigu 
parce qu’il situe l’homme pres et en meme temps loin des dieux avec lesquels, il y a longtemps, 
ils banquetaient. L’homme est soumis a une double lutte, une Eris querelleuse, guerriere et une 
bonne Eris qui eveille son gout pour le travail, qui est «le fondement de toute riches se bien 
acquise ». L’existence humaine est continuellement tiraillee entre ces deux formes d’Eris. Son 
origine et sa raison se trouve dans l’Eris qui a oppose Promethee a Zeus. Le symbole de la 
condition humaine est le pain, qui indique le mode d’alimentation de la race en la situant dans 
une position intermediate entre les dieux et les betes. Les homines sont devenus des andres, 
parce que Zeus leur a envoye la femme, complement necessaire a leur existence, piege en meme 
temps, parce qu’a travers elle, 1’homme est voue a la procreation et aussi a la mort. Selon 
Vemant, la condition humaine se definit par sa place dans « une hierarchie de fonctions, de 
prerogatives, d’honneurs ». II y a un seul moyen par lequel la race des mortels peut se 
rapprocher des Immortels : par la justice, par le respect de la loi et des rapports entre les humains 
et entre ceux-ci et les dieux. Les homines sont des creatures prometheennes, doues 
d’intelligence qui leur permet de mener une vie « policee, raisonnee, civilisee ». Ils peuvent 
nourrir des rivalries entre eux, mais il leur est interdit de rivaliser avec les dieux. La replique de 
Zeus au vol du feu par Promethee est la creation de la femme. Celle-ci incarne un mal qui a 
l’apparence du bien, elle est un feu. « La femme est vraiment, dans la forme de piege qui lui a 
ete donnee, un etre double; a travers elle, le bien et le mal s’associent dans Fexistence humaine 
comme les deux faces inseparables d’une meme realite. » 16 

Ce deuxieme exemple met en evidence le changement de perspective qui resulte de 
l’application des methodes structuralistes. Au lieu de se limiter a la structure du texte, pris 


15 M. Detienne, J.P. Vemant, La cuisine du sacrifice en pays grec, Paris, Editions Gallimard, 1979, p. 47. 
16 M. Detienne, J.-P. Vemant, La cuisine du sacrifice, Paris, Gallimard, 1979, p.103. 
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isolement et en tant que tel, il s’agit de faire 1’analyse en Tincluant dans la macrostructure de 
Toeuvre. Non seulement la lettre du texte compte, mais egalement Tordre dans lequel est fait le 
recit et sa place dans Tensemble de Toeuvre. Le mythe est devenu un langage, il faut travailler 
a en comprendre la grammaire, la syntaxe. Et pour ce faire, travailler a degager les structures 
qui Tirriguent, les systemes de correspondances, d’homologies ou au contraire d’antinomies. 

Se dessine alors un reseau de similitudes et de contraires qui vont enrichir la lecture et 
Tinterpretation. L’histoire du vol du feu par Promethee est connue: Zeus l’a cache aux homines 
en punition de la ruse de Promethee qui Ta trompe en lui proposant la part du boeuf immole la 
moins bonne, mais la plus appetissante, les os ayant ete recouverts de graisse, alors que la partie 
comestible avait ete dissimulee dans la peau de Tanimal; Pour se venger de ce vol, Zeus 
demande a Hephai'stos de fabriquer de la terre une femme, que tous les dieux parent des plus 
beaux attributs en lui donnant un coeur artilicieux et mauvais. Epimethee, le frere de Promethee 
accepte le cadeau, « ce beau mal» et Pandora ouvre la jarre qui contient tous les maux, 
invisibles tels les maladies et la mort, qui se repandent sur la terre. Desormais Thomme doit 
faire des sacrifices aux dieux, doit labourer le sol pour en tirer sa nourriture, ne peut se perpetrer 
qu’a travers la femme qui Tepuise par son desir insatiable, aussi bien de nourriture et de biens 
que d’etreintes sexuelles. C’est en degageant toute une serie d’homologies entre les recits, celui 
de Promethee et celui de Pandora, que Vemant enrichit la portee du mythe. En voici quelques- 
unes: 


Pandora / bceuf immole par 
Promethee 

Pandora /feu vole par 
Promethee 

Pandora / ferule 

Don seduisant aux homines// a 

Zeus 

Don 

Offert #efuse done vole 


Piege: apparence A realite 
Interieur mauvais A exterieur 

beau 

Piege: apparence A realite 

Mal invisible sous beaute // bien 

invisible dans ferule 

Piege: apparence A realite 

Mal invisible sous beaute// bien 

invisible dans ferule 

Contenant = ventre a remplir// 
Peau remplie 

Contenant = sexe feminin 

« consume »le sexe de Thomme 

// feu se consume a 

L’ interieur de la ferule 

Contenant = cache tromperies = 
cache un bien 


La relation entre realite et apparence se degage ainsi comme problematique, et cela 
correspond a une structure d’ambivalence. L’homme se situe entre Zeus, qui est omniscient, et 
Epimethee, celui qui comprend apres-coup: il croit savoir, mais il peut se tromper, car le rapport 
entre Tapparence et l’etre, entre le bien et le mal n’est pas toujours le meme - parfois c’est le 
mal qui est cache sous un bien (Pandora), parfois Tinverse (ferule). Le recit dit ainsi les limites 
de la comprehension humaine. L’autre relation degagee est celle qui relie le plein et le vide: il 
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est question de ventre a remplir, de terre a creuser, de sexe a ensemencer. En un mot, il s’agit 
alors de 1’insatisfaction inherente a la condition de mortel. Finalement les deux structures 
s’additionnent pour significr que la relation a l’alterite est problematique: on risque de se 
tromper sur l’apparence de l’autre, on doit ou « remplir » ou « etre rempli » ou, dit autrement, 
consommer ou etre consomme. 

La lecture de ces deux recits s’enrichit done: nous n’avons pas seulement affaire a un 
mythe de souverainete, qui justifie le pouvoir des dieux sur les homines, et celui des hommes 
sur les femmes, ni a une etiologie du mal, comme dans l’exemple precedent, qui explique la 
necessity du sacrifice, de la cuisson et de l’engendrement par la femme. Ce recit, pris dans son 
ensemble, dit egalement 1’ambivalence et l’incompletude de notre condition humaine qui rend 
si delicat notre rapport a l’alterite. 

3. Des deux mythes, le premier en s’averant d’une richesse inepuisable due a « son 
systeme surdetermine » 17 , a suscite les plus interessantes discussions. Le mythe des races jouit, 
aujourd’hui d’une « tradition interpretative consistante ». 18 On est alle jusqu’a se demander 
s’il fonctionne ou non comme un mythe, il est traite comme « un texte mytho-logique». 19 Dans 
ce cas, on lui a reconnu la polyvalence structurale. Il y a des chercheurs qui reconnaissent que, 
quelle que soit 1’interpretation, «il y a un trou » dans la structure de l’ensemble. 20 
L’interpretation du mythe des races faite par Vernant represente selon M.-C. Leclerc « l’autre 
grande interpretation modeme du mythe » 21 a cote de celle de Victor Goldschmidt. Mais 
1’interpretation du premier a le grand merite de remplacer « une taxinomie statique » par « une 
dynamique des rapports » 22 . Vemant est devenu le point referentiel de toute interpretation 
depuis les annees 1960. Que l’on soit d’accord avec lui, ou qu’on infmne sa methode ou ses 
conclusions, on se rapporte a lui. Jean-Claude Carriere affirme qu’il faut partir dans toute 
interpretation des oppositions etablies par Vernant. Le schema temaire du dernier est encadre 
dans 1’interpretation historique que Jean Claude Carriere donne au mythe. Selon celui-ci, le 
trifonctionnalisme ne represente pas la signification essentielle du mythe, mais un element 
utilise par Hesiode pour illustrer « son histoire de la justice ». Au dela des critiques comme 
« interpretation partielle » 23 , ou limitative, qui neglige le vrai sens du mythe, on lui admet une 
« valeur incontestable » et on developpe, le plus souvent, ses idees. La difference des opinions 
se constitue par rapport a celles soutenues par Vernant. 

Michel Crubellier, 24 par exemple, ne considere pas le systeme des trois fonctions indo- 
europeennes comme la structure essentielle du texte; il ne reconnait que la presence d’une seule 
fonction. De meme, Michel Crubellier accepte la theorie de Vemant que la race de fer est 
double, mais il explique autrement cette structure: « le recit des vers 174-176 porte une double 


17 M. Crubellier, Le mythe comme discours: Le Recit des cinq races humaines dans Les Travaux et Les jours, p. 
434. 

18 Ibid., p. 437. 

19 Ibid. 

20 Voir P. Kaplanian, Mythes grecs d’origine, Les Editions de l’Entreligne, 2011. 

21 M.-C. Leclerc, Le mythe des races Une fiction aux senders qui bifurquent , dans Kernos, 6, 1993, p. 207-224 
et Michel Crubellier, op. cit., p. 437. 

22 J.-C. Carriere, Le mytheprometheen, le mythe des races et Vemergence de la Cite-Etat, Fabienne Blaise et 
Jude de la Combe, op. cit., p. 410. 

23 M.-C. Leclerc, op. cit., p. 211. 

24 M. Crubellier, op. cit. 
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reference: aux homines mythiques de l’age de fer, et a nous-memes.» 25 Le meme remplace 
Topposition dike/hybris, caracteristique de chaque paire de races, etablie par Vemant, par 
Topposition limite/illimite ou identite/difference. Marie-Christine Leclerc, ne voit pas dans 
Tacte sacrificiel de Mekone la cause de la separation des homines et des dieux, comme affirmait 
Vemant. Elle considere le partage du boeuf comme 1’occasion pour Zeus pour realiser ses 
projets contre les mortels. On admet, par exemple que la race de fer correspond a la fonction de 
production, et on y ajoute qu’elle est en meme temps, Timage de l’humanite actuelle. 26 On se 
rapporte toujours a la lecture de Vemant. Patrick Kaplanian part, dans son interpretation du 
schema de Vernant. II en reconnait 1’importance en soulignant son point de vue different. « II 
semble done que La Theogonie par deux fois s’articule selon le schema tri-fonctionnel. Mais la 
succession des fonctions se fait dans l’ordre inverse. » 27 On reconnait, d’ailleurs, la solidite de 
Tinterpretation structurale, qui ne s’est pas ecroulee malgre les critiques qu’on lui a adressees. 28 
II y a des chercheurs, comme Bernard Mezzadri, qui tout en acceptant la structure relevee par 
Vemant, insiste sur les difficultes dans T interpretation de la race de fer. II ne remet en 
cause « l’edifice d’ensemble », il essaye seulement de completer la formule du mythe, en 
signalant Texistence de deux torsions dans le deroulement du mythe: « un terme se retoume en 
son inverse, roi /rois-1; « une fonction devient terme (Rois auteurs d 'hybris/hybris cause d’anti- 
rois). 29 Bernard Mezzadri accepte Tanalyse stmeturale et veut mieux y encadrer la race de fer. 
La methode structuraliste employee par Vemant nous presente le texte mythique comme un 
systeme bien organise. « Moins arbitraire que la recherche des influences et des sources » 30 , 
elle est une let^on stimulante pour tous les chercheurs, par sa demonstration claire et profonde. 

Quand, comme l’a fait Vemant, on prend ainsi le mythe « par le haut » et qu’on decode 
« son effort de systematisation », sa richesse apparait, au-dela de sa polysemie. Le mythe 
exprime une autre forme logique, et nous emprunterons a Vemant lui-meme sa conclusion: « le 
mythe met done en jeu une forme de logique qu’on peut appeler, en contraste avec la logique 
de non-contradiction des philosophes, une logique de l’ambigu, de l’equivoque, de la 
polarite. » 31 Non pas la logique platonicienne de oui ou de non, du Bien ou du Mai, de la Verite 
ou de L’Erreur Logique de l’ideal du sage, exigeante certes, mais logique binaire - mais une 
logique peut-etre davantage ancree dans le reel humain social, politique, religieux, etc. du oui 
et du non, i. e. de la tension inherente a la condition humaine entre le bien et le mal, entre la 
verite et l’erreur, ou pour reprendre les termes du mythe, entre dike et hybris, entre le juste et 
l’injuste. 

II revient done a Vernant d’avoir mis a jour, avec la limpidite lumineuse qui caracterise 
ses travaux, cette logique comme etant a 1’oeuvre deja dans les mythes rapportes par Hesiode 
ainsi que dans ceux de la tragedie antique - logique qu’on peut qualifier sans hesiter 
d’humaniste avant la lettre, dans la mesure ou elle dit que notre existence de mortel, homme ou 


25 Ibid., p. 442. 

26 Ibid. 

21 Patrick Kaplanian, p. 263. 

28 B. Mezzardi, Structure du mythe et races d’Hesiode, dans « L’Homme » 106-107, avril-sept. 1988, XXVIII, p. 
51-57. 

29 Ibid., p. 54. 

30 Ibid., p. 435. 

31 J-P. Vemant, Mythe et societe en Grece ancienne, Paris, Edition Maspero, 1974, p. 250. 
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femme, est toujours problematique, qu’elle dit aussi la part de notre propre responsabilite 
humaine dans la conduite et dans le choix de cette existence. 
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ALEXANDRU PHILIPPIDE AND THE TYPOLOGY OF RHETORIC FIGURES 


Gabriela Craciun (Buican) 

University ofPitesti 

Abstract: The study focuses on classifying the rhetoric figures that appear in Alexandru 
Phiiippide’s poetry. The figures are defined, placed in a time context and eventually 
exemplified. Each rhetoric figure is shaped according to the poet’s thoughts and beliefs.The 
rhetoric figures are a mark of the poet’s style. 

Keywords: Alexandru Philippide, tropi, estetica, stil, limbaj. 


Figurile retorice au aparut din necesitati lingvistice si s-au inaltat din preferinte estetice. 
In spatiul poetic, tropii dau emotie cuvintelor, transportandu-le in dimensiuni surprinzator de 
neobisnuite. 

Figurile de stil apeleaza zona sensibila a receptarii si, in acelasi timp atesta stilul si 
unicitatea poetului. „Figurile sunt feluri de a vorbi deosebite de celelalte printr-o modificare 
anumita care face din fiecare specie deosebita si care le face sa fie ori mai vioaie, ori mai 
inaltatoare, ori mai placute decit vorbirea care exprima aceleasi idei dar fara nici o modificare 
deosebita” 7 . 

Tropii sunt rezultatele unui proces de rasturnare a semnificatiei unei vocabule. Sensul 
de baza, cunoscut in universul curent, este sensul propriu, denotativ. Tropii aduc cuvantului 
semnificatii din universul figurat. Prin intermediul acestui procedeu, figurile de stil largesc aria 
lingvistica: ,,tropii imbogatesc limba: inmultind intrebuintarile unui aceluiasi cuvint, ei dau 
unui cuvint o semnificatie noua, fie ca este unit cu alte cuvinte carora, adesea, nu li se poate 
alatura in sensul lui propriu, fie ca este folosit prin extensie si prin asemanare, acolo unde 
termenii lipsesc dintr-o limba” 1 2 3 . 

Figurile retorice au fost clasificate de Grupul p in patru categorii: metaplasme, metataxe, 
metasememe si metalogisme. 

1. Metaplasmele. Aceste figuri se raporteaza la sensul figurat canalizat la nivelul 
sunetului: „Acest domeniu e cel al figurilor care actioneaza asupra aspectului sonor sau grafic 
al cuvintului si al unitatilor inferioare cuvintului” 7 . 

Metaplasmele sunt si ele clasificate in functie de patru operatii majore: operatii prin 
suprimare, adjonctie, suprimare-adjonctie si permutare. Prin suprimare se obtin: afereza, 
apocopa, sincopa, sinereza si deleatiunea. Philippide uziteaza de toate aceste metaplasme. 


1 Du Marsais, Despre tropi , Editura Univers, Bucuresti, 1981, p. 39. 

2 Ibidem, p. 49. 

3 Grupul p, Retorica generala, Editura Univers, Bucuresti, 1974, p. 41. 
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Afereza consta in caderea unui sunet sau mai multor sunete la inceputul unui cuvant: Si¬ 
nn clopot iarasi a-nceput sa sune (I, 21); Si-nspaimintat m-am ridicat din mine (I, 80); Cind 
vremea-ncetinita si-ntinde apa grea (I, 159); De-mbracamintea-i demodata (I, 180) etc. 

Apocopa este o figura de sunet ce presupune caderea unuia sau a mai multor sunete la 
sfarsitul cuvantului: Ti-e sufletul - cum se frdmint-un vint; Te-alungi pe tine singur c-un cuvint 

(I, 22); 

Sinereza consta in fuziunea intr-un diftong ascendent a doua vocale invecinate prin 
transformarea primei vocale intr-o semi-vocala: Printr-insa navaleste-un vis (I, 12); Si-n mine 
plinge-un cmtec fara grai (I, 19); Si am albastre-aripi de vint (I, 29); Din turnul ei de-azur 
scinteietor (I, 30); Le-aud cum cad, farima cu farima (I, 80); Ascunse-n cuib de clopote de- 
arama (I, 82); Si-acesta-i cel maiproaspat Prometeu (I, 130); 

Sincopa presupune caderea unei vocale in interiorul cuvantului: Vazduhul tot tu fa-l sa 
intre-n noi!/De tinepina-n crestet sa fim plini;/Polenul tau sa nepreschimbe-n crini (I, 4); In 
seara asta ce-mi mai spui tu, Vis: (I, 8); Melodios s-asterne pe covor (I, 9); Iar cindpierir- 
aceste ciudatenii (I, 254) etc. 

La nivel poetic, afereza, sinereza, apocopa si sincopa confera muzicalitate versurilor, 
asigurand incadrarea in ritm si rima. Este un artificiu prin care versul se scurteaza cu o silaba. 

Deleatiunea, „marcata in firaza printr-o anumita inflexiune melodica, reprezentata 
tipografic in mod conventional prin trei puncte de suspcnsic” 4 este prezenta si ea la Philippide: 
Tacere...Ochii zilei s-au inchis...', Pe ochii mei simt degetele serii.../ Vorbeste-mi, dar incet... 
incet si mult... (I, 8); ...Si-acum - oglinzi adinci! (I, 28); ...Fusese drumul lung si obosisem (I, 
126). 

Deleatiunea faciliteaza empatia din partea receptarii. Ea survine fie ca o invitatie la 
meditare, la cugetare, fie ca o revenire la planul real. 

Dupa criteriul adjonctiei intalnim: proteza, epenteza, rima, aliteratia, asonanta si 
paronomaza. Dintre acestea, aliteratia si asonanta se regasesc cu frecventa ridicata la poetul 
iesean. 

Aliteratia consta in repetarea unor consoane ori a unor grupuri de sunete in cadrul unor 
cuvinte consecutive. lata cateva exemple: Racnesc trompetele tembele\ Ranite vechi violoncele 
(I, 152); Cind clopotele-n tropot de copite/Indeamna sufletele toropite (I, 72); Un vinat vint 
de spaima ma-mpresoara (I, 88); Cu fire de-aur smulse solarelor sisteme (I, 105); Pe-o piata 
pardosita cu porfir (I, 248); Prin vamile vazduhului cu voi (I, 257); In batalia rimelor rebele 
(I, 175) s.a. 

Asonanta presupune acelasi procedeu ca si aliteratia, insa ceea ce se repeta nu este o 
consoana, ci o vocala: „repetijia vocalei accentuate in doua sau mai multe cuvinte, mai ales in 
vers” 5 . Relevante sunt exemplele ce urmeaza: In hohote sonore vazduhul se destrama (I, 72); 
De-ateniana armonie (I, 235); Intr-un tarim de stinci de aur (I, 91); Si iata, vintul si-a facut 
din horn/ Un corn (I, 90) s.a. Repetitia vocalei o, aparuta ca un mesager apocaliptic, pregateste 
receptarea pentru dezlantuirea haosului. 


4 Grupul p, Ibidem, p. 73. 

5 Gh. N. Dragomirescu, Dicfionarulfigurilor de stil, Bucure^ti, Editura $tiinti flea, 1995, p. 104. 
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Prin operatia de suprimare-adjonctie se obtin: limbajul infantil, substituirea de afixe si 
calamburul, in timp ce permutarea scoate la iveala alte figure retorice precum: anagrama, 
palindromul, metateza. 

2. Metataxele. Aceste figuri retorice opereaza la nivelul sintaxei. „Din punct de vedere 
retoric ca si din punct de vedere gramatical, ordinea cuvintelor reprezinta aspectul capital al 
sintaxei. Un poet ca Mallarme, care deregleaza fraza obisnuita ca sa o rescrie apoi in nenumarate 
feluri ne da o idee exacta despre posibilitatile nelimitate de variatie” 6 . 

Din categoria metataxelor fac parte: craza sau sinereza, elipsa, zeugma, asindentonul si 
parataxa (obtinute prin suprimare); incidenta, concatenate, expletitia, enumerarea, reluarea, 
simetria, metrica si armonia (obtinute prin adjonctie); silepsa, anacolutul si chiasmul (prin 
suprimare-adjonctie); tmeza, hiperbatul, inversiunea. 

Dintre figurile de constructie mai sus prezentate, Philippide utilizeaza destul de des 
elipsa. Aceasta figura presupune omiterea unuia sau a mai multor elemente, fara ca intelesul sa 
fie corupt: Pe crengi [sunt], aceleasi cuiburi vechi de ciori (I, 22); Si soarele e mort - demult 
[a murit] (I, 24); [Fiind] Sdtul de-avintul van, de visul mic,/Imi voi ciopli statuie din Nimic (I, 
81); Si totusi parc-as fi fast eu, nu ei [au fost] (I, 243) etc. 

Cu totul surprinzatoare este utilizarea incidentei sau parantezei in poezie. Philippide 
recurge la paranteza de nenumarate ori, aceasta fiind o marca a reflexiei, a meditatiei, a vorbirii 
cu sinele. Este gandul ce insoteste ideea, caci gandul intotdeauna este mai complex si mai 
ambiguu decat produsul sau oral: Trecu - de cand! - si ultimul drumet!/ (A mai ramas vreo 
urma prin noroi?) (I, 48); Si sufletul nebunilor nu moare/ (Povestea spune!) (I, 57); Dac-as fi 
vrut (pe vremea cind visam) (I, 108); (lar toate acestea le expune clar /Der letzte Mensch de 
Max Picard) (I, 130) etc. 

O alta figura de constructie pe care poetul iesean o foloseste este enumerarea (insiruirea 
a mai multor elemente aflate in relatie de coordonare). Mihaela Mancas distinge trei subclase 
ale enumerarii, respectiv: „enumerarea propriu-zisa (cu varianta sa - epitetul multiplu ) [...], 
enumerarea in gradatie, ascendenta ( climax ) sau descendenta (anticlimax)” 7 . 

Philippide introduce in poezia sa enumerarea propriu-zisa, figura cu ajutorul careia 
poezia capata un ton descriptiv: Stii pe de rost si crengi si vint si ciori (I, 21); - Cani pline; 
facuri rosii; chiot; noapte -; Dezmiarda-n drum parfum de piersici coapte,/ Harbuji buzati, 
gutui, bronzate pere (I, 41); De lemn, de marmura, de lut, de fier (I, 203); De rampe, de 
platfarme si depraguri (I, 204); [...]- si-ampornit/Senin, puternic, mandril, pe marile astrale 
(I, 217); Cu lanuri, pajisti si cirezi (I, 233); Pe linga ziduri de palate moarte, /Prin piete, pe sub 
portice, pe-alei ; Cupole, turnuri, portice, palate (I, 248) etc. 

Enumerarea ia si forma epitetului multiplu atunci cand elementele sale sunt reprezentate 
de adjective: Bostani cu pintec cobza, blinzi, lucii,/ Cu coada sfirla verde, dorm prin iarba; (I, 
42); Rotund si gras, molatec si bunduc,/ Fdptura lui galbuie-n timp se pierde (I, 122); Dar 
holota trecea pe linga ele/ Nepasatoare, turbure, infarma (I, 248); Intortocheat, subtire, 
mladios/[...] /In salturi ca un cangur, si sprinten si vinjos,/ Un semn de intrebare alearga pe 
cimpie (I, 271) s.a. 


6 Grupul p, Ibidem, p. 98. 

7 Mihaela Mancas, Limbajul artistic romdnesc in secolulXX, Editura Stiintifica, Bucuresti, 1991, p. 92. 
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Climax-ul sau gradatia ascendenta prezinta elementele enumeratiei intr-un crescendo 
semantic, „avind in general valoare retorica si creind uneori o surpriza in text” 5 . Philippide da 
nastere unor enumerari inedite, cu totul si cu totul autentice. Efectul este unul de cufundare 
graduala in misterul poeziei: In elegii cu mestesug subtil/ Cintai femeia, stelele si zeii (I, 240). 

Anticlimax-ul sau gradatia descendenta este procesul invers prin care se realizeaza 
enumerarea, efectele sale in poezie fiind urmatoarele:,,retorismul este inlaturat, ramine doar 
valoarea de acumulare si de slabire a ritmului, reducerea perspectivei descriptive de la general 
la particular” 8 9 10 . lata un exemplu de anti-climax la Philippide: Religii, zei, apostoli, mucenici,/ 
Credinte mid (I, 98). Enumerarea are loc in sens descendent, de la general la concret, de la 
superior la inferior. 

Reluarea sau repetitia este o figura retorica sintactica prin care se reia un cuvant sau un 
grup de cuvinte cu scopul de a accentua o idee, de a-i sublinia importanta. Repetitia cunoaste 
urmatoarele forme: repetitia propriu-zisa, repetitia sinonimica, repetitia antonimica. 

Repetitia propriu-zisa presupune reluarea unuia sau a mai multor cuvinte pentru a pune 
emfaza pe idea cuprinsa de acesta/ acestea: Din tiriit subtire de tintar/ Voi fauri fiori ca niste 
fire,/Din tiriit subtire; (I, 16); - Si, uite, cel din urma corb s-a dus/ Pe gheturi verzi de la apus,/ 
- Spre miazanoapte cel din urma corb (I, 38); Da, urla, urla, jiara! (I, 96); Si caut iar si caut 
iar, si stiu (I, 119). 

Repetitia sinonimica consta in reluarea semantismului unui termen in vederea 
accentuarii acestuia din urma. Reluarea se realizeaza de aceasta data prin procedeul sinonimiei: 
De unde sa le mai adun acum, /In drumpierdute, pe vecie duse? (I, 263). Adjectivul ,,pierdute” 
este reluat prin sinonimul sau contextual „duse”. 

Repetitia antonimica presupune reluarea semantismului inversat al unui termen prin 
stabilirea unui raport de antonimie: Asa ca ieri e mine/Si clipele se-ncurca desprinse din sirag 
(I, 297). 

O forma derivata din repetitie este paralelismul sintactic ce are un efect organizatoric 
mai putemic decat repetitia insasi: „Structurile paralele, caracaterizate prin simetrie pozitionala 
combinata cu rigoare numerica, reprezinta in principiu factori de organizare a textului poetic cu 
mai mare eficienta decat oricare dintre formele repetitiei sau ale enumerari i” /9 . 

Philippide include paralelismul sintactic in paleta sa de figuri retorice, insa il foloseste 
mai rar, dat fiind faptul ca in poezia interbelica paralelismul nu mai constituie o noutate. La 
Philippide, paralelismul e alcatuit, de regula, din doi termeni: Te-alungi pe tine singur c-un 
cuvint./ Te cauti mult-si nu te mai ajungi. (I, 22); Cu coama de-apusuri rosii in vint,/ Cu dintii 
ca nistepumnale de-argint (I, 91); Cintau doi muzicanti, trombon, vioara,/ Cintau uitati acolo 
de cu seara (I, 211); Cind cerul si tarina facura nunta mare,/ Cu haosul si vintul musafiri,/ Cind 
timpul pe-ndelete dadea cu desfatare (I, 301). 

Paralelismul sintactic poate sa fie compus si din trei termeni paraleli, ca in exemplul 
urmator: Sa ma indrept spre tarmuri fabuloase,/ Sa-nconjur Libia la miazazi/ Si dac-un vint 
prielnic ma va calauzi,/Sa urc din nou spre miazanoapte-n sus/Si sa ajung la poarta extremului 
opus (I, 291) sau din mai multi termeni: Aice nu-i nici capat, nu-i nici drum!/ Nici scop, nici 
griji - dar nici nadejde nu-i! (I, 78); Sa-mi caut alia omenire-n loc;/ Sa-i dau si ei mistuitorul 


8 Ibidem, p. 98. 

9 Ibidem, p. 99. 

10 Mihaela Mancas, Ibidem, p. 99. 
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foe;/ Siferecat de-o noua-nlantuire/ S-astept sa se mai naruie un cerj Sa ma mai latre inca-o 
omenire./Si-asa din izgonire-n izgonire,/Sa-mi port prin Haos risul meu stingher (I, 99). 

Prin operatia de suprimare-adjonctie se obtine chiasmul care reprezinta „o simetrie 
amplificata de faptul ca, odata cu inversarea termenilor paralelismului (doi dintre ei, sau toti 
patru), se inverseaza - in fonnele chiasmului complet (sau complicat) - si functiile lor 
gramaticale (x...y/ y 1 ... x 1 )” 77 . 

intalnim si la Philippide exemple de chiasm, asa cum observam in versurile urmatoare: 
,,Ciudata firepaminteana, care/ Cu marginita minte e menita/Sa cugete mereu nemarginireal 
(I, 164). Chiasmul creeaza, in plan simbolic, un sistem ciclic in care se rotesc toate intamplarile 
din viata. El ia uneori chipul unui mecanism de tip karma. La nivel prozodic, chiasmul este un 
artificiu prin care se pastreaza ritmul poetic si totodata muzicalitatea versurilor. 

Prin permutare, se obtine inversiunea, un procedeu stilistic ce presupune alterarea topicii 
in vederea reliefarii profunditatii unei idei, a unei calitati ori a unei actiuni. Inversiunea este o 
arma poetica de sensibilizare a receptarii. Prin acest procedeu, limba romana se apropie de 
limba engleza, unde adjectivul si uneori adverbul se regasesc inaintea substantivului pe care il 
determina. Inversiunea apare astfel ca produs al unui transfer lingvistic, al unui imprumut 
gramatical neologic. Philippide face apel, in mod recurent, la inversiune, dupa cum se poate 
vedea in stantele ce urmeaza: In suflet dezmierdari de gheata-mipune,/De visul rau ma vindeca 
deplin (I, 18); In care e un vechi amurgpe Rin (I, 20); In voi statui de stafii se ascund (I, 27); 
Aprinse-n vinat crunt depoama coarna (I, 41); Prin ierburi mari adoarme vintul mare (I, 57); 
Tu zbori si niciodatapepamint/Nu te scobori, fugarnic vint (I, 64); Gasi-voi oare-un drumpe- 
aceste dealuri (I, 253) etc. 

Dintre figurile de gandire (metalogisme), Philippide foloseste cel mai mult antiteza si 
hiperbola, iar dintre metasememe, recurge la metonimie, metafora, epitet, personificare si 
comparatia. 

Stabilirea unei tipologii a figurilor retorice uzitate in poezie, precum si masurarea 
freeventei acestora sunt cai de revelare a stilului poetului, dar si a epocii literare sub egida careia 
se afla. 
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Abstract: Physicians, as men of culture, have had along time the strenuous duty of spreading a 
more humane perspective of the human being. Due to the knowledge he have acquired along 
their studies and practice of their noble profession, physicians encountered not only different 
situations and people but have had the chance of perceiving historic events from a sundry 
perspective. This is the case of the Romanian dentist of Jewish descent, Iosef-Ioju Haimovici, 
who, despite leaving his country of origin, has kept alive the memory of the origin places and 
people he met during his years of professional formation. All these recollections have come 
alive in the form of the written words that the physician laid on paper in his essays and paper 
articles. 

Keywords: memoirs, sport, journalistic style, medicine, Romanian culture 


Inceputurile literare ale medicului Iosef-Ioju Haimovici (1935-) sunt unele dintre cele 
mai timpurii. Inca din anii copilariei cel care avea sa aleaga calea medicinei a trait intai 
cxpcricnta literara, a§a cum autorul insu§i rememoreaza: “Am inceput de la Pogonici, revista 
celor mici, Licurici revista scolarilor mai rasariji, continuand cu Revista Elevilor editata de 
UAER (Uniunea Elevilor din Romania), Scanteia Tineretului, si bine injeles Sportul Popular. 
De la Urzica primeam si bani. Nu voi uita primii 80 de lei, cand tatal meu fusese chemat la 
Banca Nap on ala. Era prin 1949 §i aveam doar 14 ani. Eram minor pentru a semna o chitanta la 
banca. Mentorii mei erau Sady Rudeanu §i I.Avian, iar Eugen Taru, pamantean al locurilor 
natale dorohoiene, invaja§e parese chiar la §endriceni. Imi aprecia caricaturile realizate, luandu- 
ma sub ocrotirea sa.” Dar nici activitatea radiofonica §i pasiunea pentru comentariul sportiv nu 
i-au fost straine viitorului medic: “Mai toate rubricile sportive ale ziarelor Lupta Noastra §i Zori 
Noi erau dominate de semnatura persoanei mele, neomitand perioada vacantclor unde redactam 
§i pentru Slap a Locala de Radioficare mai toate rubricile de sport, fiind la un moment dat chiar 
responsabilul acestui resort. Redactam dar si transmiteam materialul in eter.” 1 Dupa absolvirea 
Facultapi la Ia§i, Haimovici a devenit preparator-asistent la Facultatea de Stomatologie, dar 
preda in acela$i timp §i la Colegiul de Tehnica Dentara. 


1 Paloma Lapu^neanu, latci-ma fa^ci in fata cu doctoral Iosef-Ioju Haimovici , 3/06/2015, interviu disponibil pe 
http://www.opiniadedorohoi.ro/interviurile-opiniei-iata-ma-fata-in-fata-cu-doctoml-iosef-ioju-haimovici/ 
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Dcsi stabilit In Israel, In ora§ul Rehovot, medicul stomatolog nu uita pnuturile natale 
din Dorohoi pe care le viziteaza ori de cate ori are ocazia §i pe care le prive§te cu venerajie “ca 
o adevarata frumuseje, parca nepaminteana, un loc plin de lumina §i de har, o adevarata gura 
de rai, iar cea mai prcpoasa agoniseala ramine pentru ficcarc in parte adevaratele amintiri ale 
copilariei §i a iubirii celor din jur, o adevarata dragoste a sufletului si a inimii.” 2 Medicul avea 
sa devina membru al Asociajiei Scriitorilor Israilieni de Limba Romana, ziarist §i publicist. In 
2003 Haimovici a publicat primul volum de beletristica Sportul a zdmbit la Dorohoi , iar trei 
ani mai tarziu, in aceea§i arie a rememorarii tinuturilor de ba§tina La brat cu mingea pe strada 
mare-Dorohoi. Implicat §i in viaja academica stomatologica din (ara, Haimovici §i-a pus 
amprenta §i asupra Disciplinei de Propedeutica Stomatologica la Ia§i inainte de a parasi (ara 
unde a vazut lumina zilei. 

Interviul pe care dentistul 1-a oferit Palomei Lapusneanu lasa sa se contureze portretul 
unui distins pasionat de sport care pastreaza tainic, in suflet, dorul pentru cultura romaneasca: 
“o gentileje larga dar si fina, energetic, sentimental dar si de o politcjc aparte (...) un om discret, 
dar nu orgolios. (...) un sentimental si un iubitor al frumosului. Amintindu-i de meleagurile 
natele §i a tincrctii sale devine un alt om cu o sensibilitate aparte, destul de emotiva, parca ia-§i 
rascoli o rana mai veche...” De perioada fericita a copilariei se leaga amintirile dragi medicului 
stomatolog, memorii pe care dupa Intreruperea activitajii medicale a avut ragazul sa le astcarna 
in scris: “tot din vremea copilariei si in special a adolescenjei §i tinerejii, mi-aduc aminte de 
foarte multe episoade ale sportului local. Dand frau liber fanteziei si imaginajiei tinerejii din 
vremurile nu prea indepartate, nu le pot uita §i, aceste amintiri pe care le-am «inregistrat», 
vrand-nevrand pe memorie, si caut dupa cum a-(i constatat si in alte ocazii; sa le astern pe 
hartie...” 3 Marea pasiune pentru sportul cu balonul rotund se leaga tot de anii copilariei cand 
pe stadionul local din Dorohoi jucau localnicii printre care un camionagiu §i un frizer. Marele 
respect pe care dentistul avea sa-1 poarte in suflet fotbalului se datoreaza acestor doi localnici 
modcsti dar inzestraji cu fair-play. Acelea, asa cum rememoreaza si dentistul-memorialist, erau 
vremuri In care se respectau valorile etice, in care “fotbalul se facea si se juca numai si numai 
pentru onoarea §i cinstea ora§ului, iar cei enumerap, ca toata elita sportului de performanta, si 
chiar de massa, veneau la jocuri direct de la locurile lor de munca.” 4 

Dar amintirile nu sunt doar luminoase. Medicul retras in Israel I§i aminte§te de data 
fatidica de 1 iulie 1940 in care sol dap rusi aveau sa omoare atat romani cat si evrei “Atmosfera 
antievreiasca a crescut vizibil in tot orasul, mai ales cand mai multe uni tat, i militare romane 
retragandu-se au declansat adevaratul macel asupra populapci evreie§ti locale, cand navalind in 
cimitirul evreiesc in timpul funebrului moment au deschis focul asupra celor prezenp, asupra 
colegilor lor de front, macelarindu-i pe to(i...Extins cu rezepeziciune in tot ora§ul, in carda§ie 
cu elemente ostile straine neamului romanesc, instigatorii inraiti, au devastat casele si pravalile 


2 Iosef-Ioju Haimovici, Tot despre... Apropo de toate, demolari, retroceddri, despdgubiri, 4/08/2013, disponibil 
pe http://www.dorohoinews.ro/cultura-1314-Tot-despre—Apropo-de-toate,-demolari,-retrocedari,-despagubiri— 
de-Iosef—Ioj u-Haimovici 

3 Iosef-Ioju Haimovici, Mdndrie dorohoiand. Mitica §i Costica in versiune moderna , in 20/12/2015, disponibil 
pe http://www.opiniadedorohoi.ro/lecturile-opiniei-mandrie-dorohoiana-iosef-ioju-haimovici/ 

4 Ibidem 
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evreie§ti, azvarlindu-i in strada si macclariti pe capete.. ,” 5 Medicul, umanist convins, considera 
ca rolul unor astfel de rememorari este acela de a nu lasa istoria sa se repete. 

Ori de cate ori poate, medicul reitereaza dorul imens pe care 11 poarta tinuturilor de 
origine: “cind o i-au la «sanatoasa» prin Dorohoi sau in Iasi, toate amintirile legate de aceste 
locuri, apar la «suprafa(a», mai ceva ca «uleiul la suprafaja apei.»” Caci, in adancul sufletului 
medicul a ramas cu doua nostalgii: sportul §i (ara sa: “eu ma socotesc un cronicar al sportului 
dorohoian, dar nu pot omite si amintirile care ma inunda si insojesc permanent §i care doresc 
cu timpul sa le expun fara nici o exagerare in viitoarele scrieri ale mele.. ,” 6 

Sportul nu era singura preocupare a viitorului medic. Si lectura avida, care 1-a fascinat 
in egala masura era printre interesele sale caci la sediul asociatici sportive Spartac “pe langa 
practicarea unui sport, puteai citi in tihna §i lini§te o carte sau o bro§ura de specialitate, ziare §i 
reviste. Vitrinele exterioare, care dadeau la strada cat §i cele interioare, impreuna cu diferitele 
dulapuri improvizate, erau mereu pline cu carp, bro§uri, cupe §i medalii sportive. Fotomontajele 
modeme cat si afiscle reflectau popularizarea miscarii de cultura fizica §i sport, ele avand un 
caracter mobilizator, totul gasindu-se in fiecare coll,, iar perctii erau imbacsip cu ele. Tot aici se 
gasea instalat §i unul dintre primele difuzoare ale stapei locale de radiolicarc, unde tineretul si 
chiar varstnicii no§trii obi§nuiau sa se intalneasca in numar mare pentru a asculta transmisiile 
radiofonice in direct a jocurilor de fotbal. Receptoarele de radio la timpul respectiv, erau o 
raritate, iar transmisiile de acest gen, erau adevarate miracole, ele creand o atmosfera a parte, 
ceva de neconceput pentru zilele acelea.” 7 

Rememorarea, ca supliciu suav, la care se supune Iosef-Ioju Haimovici implied §i 
personal itap pe care le-a intalnit in pnuturile natale si carora le poarta in suflet un profund 
respect. Acesta este §i cazul scriitorului, gazetarului si pictorului Val Gheorghiu (1934-) pe care 
scriitorul israelian 1-a cunoscut in timpul vacantclor. Portretul pictorului care i-a fost prieten se 
contureaza delicat din pagina memorialistului-medic: “Aici propriu-zis ne-am cunoscut si ne- 
am apropiat foarte mult in special prin jocurile de tenis de masa sau chiar alte activitap sportive. 
Aici a§ dori sa remarc un fapt foarte semnificativ pentru mine, dansul cunoscut ca un mare 
desenator, i-am cerut de multe ori sa-mi faca prolilul fcpi pe o foaie de bloc. Nici-o data n-am 
fost refuzat. Cu tojii admiram reu§itele sale desene. Iar aceste ilustre amintiri le pastrez §i astazi 
in arhiva mea personala. Am trait alaturi de viitorul «maestru» in magnifice momente §i amintiri 
care mi-au ramas intr-un fel grandioase §i de neuitat. (...) Era un adevarat visator al lucrurilor 
facute si a imaginajici, probabil al celor ce mai are de realizat. Parea intotdeunaparca preocupat, 
sa zicem de un gand sau o fapta rebela, de vreun proiect necesar dar poate neintclcs de altii sau, 
sa zicem de probabilitatea unui schimb imaginar de intrebari si raspunsuri.” 8 Nu doar prietenia 
i-a legat pe cei doi, ci si respectul medicului pentru arta contratelui dorohoian: “Tot ce expune 
reflecta un stil aparte, ele dand viaja ideelor sale de o deosebita sensibilitate, complectindu-se 

5 Iosef-Ioju Haimovici, Sa nu uitafi , 7/07/2015, disponibil pe http://www.opiniadedorohoi.ro/mesajele-opiniei- 
sa-nu-uitati-un-text-semnat-de-iosef-ioju-haimovici/ 

6 Iosef-Ioju Haimovici, Insemnari de ieri si de azi: Popas Iesean , 13/01/2014,disponibil pe 
http://www.dorohoinews.ro/cultura-1542-%C3%8Ensemn%C4%83ri-de-ieri-%C8%99i-de-azi—Popas- 
Ie%C8%99ean-de-Iosef-Ioju-Haimovici.html 

7 Iosef-Ioju Haimovici, Sportul dorohoian vazutfi trait prin prisma unui martor ocular - Asocia{iile sportive (I), 
3/08/2015 disponibil pe http://www.opiniadedorohoi.ro/sportul-dorohoian-vazut-si-trait-prin-prisma-unui- 
martor-ocular-asociatiile-sportive-i/ 

8 Iosef-Ioju Haimovici, Lucruri §tiute p nepiute despre marelepictor, scriitor ppublicist Val Gheorghiu, 
1/07/2015 disponibil pe http://www.observatorul.com/articles_main.asp?action=articleviewdetail&ID= 14037 
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cu combinajiile cromatice de toate felurile. Pot afirma dupa cele vazute, ca tot ce expune nu 
dezminte talentul probabil nativ inca din anii perioadei dorohoiene, unde talentul sau promitea 
multe viitorului sau ca artist plastic. Tematica sau forma de reprezentare a creajiilor sale erau 
intotdeuna diverse.” 9 

O alta amintire se leaga de strada Zlataust, din Ia§i, locul unde si-a amplasat si Ionel 
Teodoreanu romanul Fata din Zlataust. Stand cu chirie la o familie de evrei care traisera pe 
aceea§i strada cu bunicul prozatorului interbelic, Haimovici descrie detaliat ulija din roman: 
“Era prin primii ani ai studiilor mele. Cred ca prin 1954-1955. Nu pot uita aceasta strada cu 
adevarat domneasca, plina de pelerini dornici sa pa§easca pe «Strada Zlataust», unde eu 
probabil copilul inca necopt, traind mai mult din amintirile si povestirile ilu§trilor mei 
amfiatroni, Affelbaum, in fiecare zi in zori fugeam cu geanta in spinare, pana in strada Ghica 
Voda unde faceam dreapta sa prind un loc pe ultima scara a tranvaiului din stajia strazii Elena 
Doamna, exact unde era pe vremuri, Spitalul Israilit...” Chiar daca Ia§ul modem nu mai 
aminte§te cu nimic de ulita pitoreasca din romanul omonim, medicul spera ca “romanticul 
Zlataust al Teodorenilor sau al duduii Otilia va ramane cu adevarat doar o.. .legenda vie, iar eu 
parca ma tern sa nu spulber imaginea de ansamblu pe care mi-am faurit-o in minte despre casa 
in care §i-a facut veacul Delia, personajul gingas din ...Fata din Zlataust .” 10 

§i de actorul Teofd Valcu (1931-1993), care avea sa devina unul din directorii Teatrului 
National din Iasi, 1-a legat pe medicul-eseist o prietenie apropiata dar in legatura cu acesta are 
§i o amintire hilara chiar despre meseria practicata: stomatologia: “i§i inchipuia, cred eu, ca sint 
un medic higenist datorita modului meu de a aborda natura §i tot ce o inconjoara, sau poate, 
vorbind despre medicina, n-am idee, ma credea generalist sau pediatru. Nu stiu, dar raman cu 
intrebarea, de ce nu §i stomatolog? Eu simtindu-ma parca intr-un fel cu «musca pe caciula.» 
Episodul care urmeaza intr-un fel confirma spusele mele. La un moment mi se destanuise, ca 
vrea sa-§i faca un a§a zis remont al danturii §i daca nu cunosc pe cineva mai «acatarii», redau 
exact chiar cuvintul sau. (...) aflind adevarata mea specialitate dar §i marturisirea mea sincera, 
amintindu-i cu aceasta ocazie, ca a§a cum nu pot sa tratez si n-am tratat parin(i i sau chiar mdele 
apropiate, cu acecasi premize §i cauze nu mi-am permis, mgindu-1 de a nu se supara ca nu m- 
am oferit sa-1 tratez, el fiindu-mi amic si bun prieten si apoi... un actor cunoscut. In orice caz 
totul spre bucuria noastra si chiar al celor prezenji, medici si tehnicieni dentari care bine intclcs 
erau departe de „subiecf’, §i deci nu in cuno§tin(a de cauza, ne-am imbrajisat §i chiar sarutat ca 
adevaraji oameni ai bunelor maniere.. ,” n 

Iosef-Ioju Haimovici, medic stomatolog de profesie, se dovede§te un memorialist 
iscusit. Chiar daca a parasite Romania, medicul poarta, inca, in suflet nostalgia tinuturilor in 
care a copilarit §i s-a format ca om §i medic. Acestor locuri dar si personalitajilor pe care a avut 
§ansa sa le cunoasca lea- dedicate numeroase pagini gazetare§ti sau de beletristica dovedindu- 
se la fel de scusit in manuirea condeiului ca si in profesia de medic. 
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HEDGING IN WRITTEN ACADEMIC DISCOURSE: POLYPRAGMATIC 
FUNCTIONS, COOPERATION AND POLITENESS 


Monica Mihaela MARTA 

"Iuliu Hatieganu" University of Medicine and Pharmacy, Cluj-Napoca 


Abstract: This paper focuses on the use of hedges as rhetorical tools in present-day written 
academic discourse, especially research articles. The aims are to explore the polypragmatic 
functions of hedging in the academic context and to carry out a theoretical analysis of hedges 
against the cooperation and politeness maxims. The polypragmatic character of these 
rhetorical tools is confirmed by the available literature while the present analysis concludes 
that hedges can be viewed as politeness strategies able to promote interaction as part of the 
cooperative endeavor that characterizes communication in today’s dynamic and competitive 
written academic discourse. 

Keywords: hedging, written academic discourse, polypragmatic functions, cooperation, 
politeness. 


Although hedging as a linguistic phenomenon has been studied since the 1970s, 
a consensus was not reached as far as the pragmatic functions and linguistic realizations of 
hedges are concerned. However, based on the numerous studies on hedging in written academic 
discourse in general, and in scientific research articles in particular, the following description 
summarizes the term: a hedge can be any linguistic device (word, expression or sentence) used 
by scientific writers in order to present propositional content as accurately and reliably as 
possible, avoid taking direct personal responsibility for the content presented and express 
knowledge claims as personal opinions in order to avoid denial and encourage reader 
participation (Hyland, 1996a, 1996b, 1988a). 

The literature also indicates that hedges are an open functional class (Fraser, 
2010) with a polypragmatic character (Hyland, 1996a, 1996b, 1998a, 1998b, 2005c; Markkanen 
and Schroder, 1997; Varttala, 1999, 2001; Hyland and Salager-Meyer, 2008; Alonso-Alonso et 
al, 2012). Moreover, hedges can occur under numerous linguistic forms, such as epistemic 
lexical verbs, adverbs, adjectives, modal verbs and nouns, but also phrases or sentences 
referring to limited knowledge, limitations of model, theory or method, or to experimental 
limitations (Hyland 1996a, 1996b, 1998a) 

The literature on hedging in written academic discourse revealed that hedges are 
used in various genres, disciplines, socio-pragmatic contexts and have therefore been assigned 
numerous pragmatic values, out of which no single function was found to prevail. They 
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constitute routine rhetorical and interpersonal features of scientific discourse regardless of 
whether their function is to hedge propositional content, writer commitment or writer 
assertiveness. 

The polypragmatic nature of hedges is reinforced by their use in various 
contexts, situations and genres by language users with different backgrounds and 
characteristics. Therefore, the socio-pragmatic context in which hedges occur has gained 
increasing importance for the appropriate analysis and interpretation of hedges and has been 
closely intertwined with pragmatic competence as well as with cross-linguistic, cross- 
disciplinary or cross-cultural variation. 

Given the realities of today’s highly competitive academic environment, the 
publication of original research articles widened its scope from the spread of novel scientific 
information to the creation of academic hierarchies at both institutional and individual level. In 
this context, the image and international ranking of higher education institutions and their staff 
members depend on the impact of publication output. Therefore, research articles must not only 
contain scientific breakthroughs but also have the power to persuade the target readers, fellow 
members of the same discourse community, of their accuracy and relevance for the progress of 
science. The knowledge claims introduced in the Discussion sections of research articles must 
receive the approval of the discourse community prior to becoming established scientific facts 
ready to be further used and cited as such by other researchers. As a result, appropriate hedging 
has proven to represent one rhetorical strategy heavily employed in the Discussion sections of 
scientific research articles for the purpose of avoiding the denial of claims and ensuring their 
acceptance by target readers. 

By choosing appropriate discipline-specific ways of introducing claims, the 
authors of scientific research articles place the focus on themselves, thus stressing the 
expressive dimension of academic writing, if we were to consider that discourse can be 
classified into four major types according to which communicative component is given the most 
importance (Kinneavy, 1971 in Swales 1990: 42). According to this classification, discourse 
can be expressive, when the focus is on the sender, persuasive, when the focus is on the receiver, 
literary, when the focus is on the linguistic form or code, and referential, when the aim of 
discourse is to represent the realities of the world. 

Based on the initial role of a scientific paper, i.e. to present states of fact, 
scientific developments, discoveries and their relevance for daily practice, the discourse of 
research articles seems to be mainly referential. However, given the current importance of 
international scholarly publication the focus seems to shift away from the referential aspect 
towards the other dimensions of academic discourse, which thus appear to gain equal weight in 
a complex and multifaceted equation. The sender (writer) becomes a crucial element in the 
attempt to present valuable, strong knowledge claims which, if accepted by particular discourse 
communities, will bring the much desired recognition and reward that scientists ultimately seek. 
This is where the focus on the referential dimension of academic discourse fades away in favor 
of writers’ “private intentions” and “strategic manipulation” (Bhatia, 1993 in Swales, 2004: 3), 
which can be achieved through several rhetorical strategies, including hedging. 

The occurrence of hedges in scientific articles was chronologically associated 
with the fulfillment of the following functions: precision strategy meant to increase the accuracy 
of propositional content (Adams Smith, 1984; Skelton, 1987, 1988); tool for creating an image 
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of modesty and honesty (Swales, 1990); politeness strategy with a protective role (Myers, 1989; 
Crompton, 1997); acombination of both (Salager-Meyer, 1994); or polypragmatic phenomenon 
with overlapping functions (Hyland, 1996a, 1996b, 1998a). This last view also seems to be the 
most pertinent given the numerous linguistic forms and frequently overlapping pragmatic 
functions of hedges, the complex characteristics of the current academic environment, as well 
as the multitude of writers and readers whose individual, linguistic, disciplinary or cultural 
background shape their use and perception. 

Extensive research on hedges in written academic discourse was carried out by 
Hyland (1996a, 1996b, 1998a), who classified hedges according to their pragmatic function 
into two main types: content-motivated and reader-motivated. The distinction depends on how 
writers anticipate the possible objections of the target audience in an academic context that 
grants readers of scientific research articles the power to accept or deny the knowledge claims 
introduced by these hedges. Content-motivated hedges were further subdivided into accuracy- 
based hedges, which include attribute and reliability hedges, and writer-based hedges. 

Content-motivated hedges are generally related with the writers’ wish for their 
claims to meet adequacy conditions in order to be accepted by the target audience while reader- 
motivated hedges work towards the fulfillment of acceptability conditions for facilitating the 
successful acceptance of newly introduced information. Thus, while content-motivated hedges 
must be expressed in such a way that the target readers perceive claims as adequate (appropriate, 
accurate, precise, objective), through the use of reader-motivated hedges, claims can be 
accepted by the audience because they were assigned a provisional character and introduced as 
personal opinions pending the ratification of the writer’s peers within the interactive process of 
knowledge creation. 

Although context and the characteristics of specific discourse communities must 
be taken into consideration when attempting to establish the pragmatic function of the hedges 
used in scientific research articles, clear distinctions are difficult since functions often overlap. 
The same hedge may be assigned different pragmatic interpretations by different readers whose 
experience in the field, cultural background or personal interpretation often influences the 
analysis. 

However, the polypragmatic nature of hedges allows researchers to formulate 
study hypotheses and questions relevant for the particular settings in which the production or 
reception of hedges will be investigated. Since the approach used in the current paper is a 
polypragmatic one, a few general remarks on the opportunities provided by a polypragmatic 
acceptance of the concept of hedges is included, followed by a theoretical analysis of hedges 
against cooperation and politeness maxims. 

Starting from the premise that “people engage in communicative activity 
whenever they use language” and that linguistic behavior is based on people’s desire to 
communicate, “to be understood correctly, and avoid giving false impressions”, as outlined in 
the Communicative Principle proposed by Mey (1993: 68-69), scientific articles reflect a basic 
need to communicate. It is already widely-accepted that the purpose of research papers is not 
only to spread information and contribute to the progress of science, but also to allow 
researchers to establish a good reputation as valuable members of their respective discourse 
communities, and by doing so to improve the image and funding opportunities of their 
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universities or research institutions. Given their communicative, rhetorical and interactive 
nature, hedges represent appropriate tools to this end. 

Communication also requires interaction and cooperation. The interactive 
character of scientific communication was already established. Although there seems to be no 
immediate reaction to what an author claims in the Discussion sections of a research article for 
instance, responses from fellow researchers can vary from citing results or adopting methods 
and techniques in case of claim acceptance, to ignoring one’s work or even criticizing it in 
future articles, reviews, etc. in case of claim rejection. 

The courtesy that generally characterizes written academic discourse supposes 
that all the participants engaged in the process of writing research articles are regarded as equal 
contributors, despite one’s seniority or prestige. Therefore, they should observe the same 
disciplinary norms and show deference to the other participants. At the same time, discourse 
participants who engage in reading scientific articles display a cooperative attitude, first of all 
through their interest in a fellow researcher’s work and then through their response to it. 
Research articles contain contributions whose originality, after first being generally assessed 
by journal editors and reviewers must be acknowledged as such by the members of the target 
discourse community, unlike textbooks for instance, which include already-established 
scientific truths that can be introduced in unmitigated form by more experienced and prominent 
members of the academic community. Therefore, it seems that the very nature of written 
academic discourse determines both the polypragmatic character of hedges as well as their 
much-debated function as politeness strategy. 

Although hedges aid scientific communication, few references were found on 
the hnk between the use of hedges in written academic discourse and Grice’s (1975) 
Cooperative Principle or Leech’s (1983) Interpersonal Rhetoric. Even if these principles were 
initially designed to characterize spoken interaction, their maxims are essential for successful 
communication in general, and could therefore be applied to the study of written texts, since 
“principles introduce communicative value, such as truthfulness into the study of language” 
(Leech, 1983:9). 

Reference to Grice’s maxim of quantity was made by Hyland (1998b: 362) in 
his illustration of the role of attribute hedges, whereas in a theoretical approach to hedging as 
indirectness strategy, Hinkel (1997: 372) briefly mentioned the hedging of beliefs according to 
the Tact Maxim. Similarly, Varttala (2001) reviewed the concept of hedging as an interpersonal 
politeness strategy by referring to the contributions brought by Grice and Leech. However, no 
analyses of the functions of hedges in connection with the maxims belonging to these principles 
were found in the literature. 

First, a few considerations on the issue of hedging as politeness strategy should 
be made. The literature offers conflicting views on this topic. In brief. Brown and Levinson 
(1987) viewed linguistic politeness as unrelated to the Cooperative Principle, positive and 
negative politeness as two distinct and mutually exclusive categories, and negative politeness 
as a possible function of hedging. According to them, hedges can protect the hearer’s/ reader’s 
negative face by not imposing categorical assertions/ claims. Myers (1989) also viewed hedges 
as a possible negative politeness strategy in his analysis of scientific research articles. In 
contrast, Hyland (1998b: 358) rejected politeness as an adequate explanation for the use of 
hedging in science by considering that it “neglects the exercise of power and conformity in the 
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discourse culture, for while writers weigh up their rhetorical choices and the potential effects 
of their statements, they do so with the awareness that publication, reputation, and career may 
ride on the outcome.” 

However, as much as Hyland’s polypragmatic view on the functions of hedges 
can be regarded as a viable one, I consider that such a complex approach cannot exclude the 
politeness factor. Moreover, despite the fact that only negative politeness was usually associated 
with hedging in the literature, the complex nature of written academic discourse and the 
multiple functions of hedges allow for speculation on the positive politeness function of hedges, 
as also suggested by Varttala (1999). 

If by introducing claims tentatively, writers protect the readers’ negative face by 
not imposing information that may come against already-established facts or beliefs, it could 
also be considered that they may do so out of positive politeness reasons like receiving the 
approval and praise of the target discourse community. In other words, hedges could serve to 
protect the readers’ negative face and desire to not be imposed on, while at the same time they 
may support the writers’ positive face and wish to be recognized as valuable contributors. The 
readers’ positive face might also have something to gain since an invitation to ratify claims 
could be a token of appreciation of the audience’s ability to decide on the truthfulness and 
acceptance of claims. 

Another link between hedges and politeness might be established by interpreting 
hedging devices as attempts to adhere to the maxims of the Politeness Principle described by 
Leech (1983: 132). In this respect, the use of hedges could be connected with the following 
maxims: the Tact Maxim through the desire to “minimize cost to other” by not imposing 
information in a categorical manner and to “maximize benefit to other” by involving the 
readers; the Approbation Maxim by minimizing “dispraise to other” and maximizing “praise of 
other”; the Modesty Maxim, by minimizing “praise to self’ (but not through maximizing 
“dispraise of self’, since this would contravene the purpose of research articles); and the 
Agreement Maxim by minimizing “disagreement between self and other” and maximizing 
“agreement between self and other”, which leads to claim acceptance. The maxims of 
Generosity and Sympathy would not be applicable in the context of academic discourse, unless 
sympathy equaled recognition. However, the nature of scientific communication requires the 
application of objective criteria for analyzing the truthfulness and value of statements instead 
of subjective factors related with sympathy or antipathy. 

Since hedges modify the quantity or quality of accompanying propositions, they 
also relate to the maxims belonging to the Cooperative Principle. For instance, accuracy- 
oriented hedges, whose role is to introduce information as precisely as possible, conform to the 
maxim of quantity, “make your contribution as informative as is required” and “do not make 
your contribution more informative than is required”, as well as to the “avoid obscurity of 
expression” and “avoid ambiguity” requirements belonging to the maxim of manner (Grice, 
1975: 45-46). 

If accuracy-oriented hedges aim to increase the accuracy of accompanying 
propositions, the very fuzziness possibly suggested by them actually serves the opposite 
purpose: it presents information as precisely as possible given the data available at the time of 
writing. On the other hand, writer-oriented hedges, which modify the writer’s commitment to 
claims adhere to the maxim of quality, “do not say what you believe to be false” and “do not 
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say that for which you lack adequate evidence” (Grice, 1975: 46). Thus, impersonal expressions 
and references to the work of other scientists characteristic of writer-oriented hedges can 
actually be regarded as an attempt to build an authorial image of honesty. 

In light of these considerations, hedges may be regarded as politeness strategies 
not necessarily because of their protective value in relation with writers and readers, but because 
they promote interaction as part of the cooperative endeavor that characterizes communication 
in today’s written academic discourse. 
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Abstract: The following essay is proposing to analyse the relation between the basic trajectories 
and the emotional compound of the human imaginary. We think that a comprehensive model 
would be the musical perception, because of its twofold nature between gesture and thought. 
We shall start from the beginning of the artistic expression, as music reveals, trying to discern 
mechanisms of communication, premises of gaps or bridges between different cultures and 
analysing the relation between sound, gesture and speech. Their interdependency could be 
approached from Physiology, History of culture, Mythology and Sociology. Music can be seen 
as a human-scale model for meaning and emotioned energy, which are two prerequisites for a 
discussion on human spirituality. 

Keywords: movement, gesture, emotion, verbal-nonverbal expression, cultural 

commun ication/gap 


The etymologic propinquity between “motion” and “emotion” can be found in a many 
European languages ( movere-jperjmovere, mozione-emozione, mouvoir-emouvoir, a se misca- 
a fi miscat etc.) The anthropologists and, later, the neurologists too found the physiologic 
correspondence of this nearness in the basic structure of the human brain. The observation of a 
connection between hand and speech has already been empirically made by the scholar and 
theologian Gregoire de Nisse in the 4 th Century A.D .{Treatise on the Creation of Man 379) 1 . 
On the phylogenetic scale, the first cerebral layer, which is related to the vital functions, is 
closely followed by the movement centres. From the primary brain emerged the emotional 
centres, and after „millions of years later in evolution, from these emotional areas evolved the 
thinking brain or neo-cortex” 2 . The first animal reaction facing an obstacle is the movement 
guided by the sensorial experience he had access to, which decides if he has to deal with an 
enemy, a prey ,a food, or a breed-mate. The emotional reaction stirred by the relationship with 
the environment (hunger, fear, lust etc.) will evolve until the level implying thinking and 
learning. From this evolutionary level, which began to be censored by thinking and its 
subsequent selection, the emotional brain manages the motoric reaction by determining its 
speed, direction and force. A brain map shows the anterior locomotor area, which is placed in 
the immediate vicinity of the centres dealing with the visage, and, ultimately, influencing 


1 Andre Leroi-Gourhan, Gesture and Speech, Paris: Michel Albin, 1964, p. 25 

2 Daniel Goleman, The Emotional Intelligence (Romanian translation), Bucharest: Curtea veche, 2008, p. 10 
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humans’ speech 3 . According to the same author, the action of hand was progressively extended 
by tools, and both hand and voice began to emphasise the direction and intensity of the 
emotions. 

In the human evolution, a projection of the gestures implying motor energy and 
emotional direction redefined itself also in an abstract dimension - the human imaginary. The 
research-study focussed on Mythology revealed an astonishing similarity between all the 
world’s myths. It appeared that the imaginary man has the same ratio between commonalities 
and differences as the somatic one. Gilbert Durand 4 signalled the bijective correspondence 
between the gestural energy and the basic trajectories of the human spirituality. He passed over 
the mere ascertainment of a common mythological likeness and brought to light the energetic 
mechanisms which bring together the organic and the spiritual man. Myths are the projection 
of human movements in collective memory and individual consciousness and thus, they 
embody the first (and the most comprehensive) link between motion and emotion. 

We start from the hypothesis that the human activities, which better represent the 
interdependence between gesture and emotion, are the arts developed in time, namely music 
and dance. We shall refer especially to music, because it involves also a connection with the 
verbal expression, besides its motoric compound. We should also add that we can conceive a 
kind of music out of dance or of any form of physical movement, while the opposite situation 
is hardly possible. Besides, the musical model is at a great extent appropriate to represent any 
energetic mechanisms. For many scholars, including Gilbert Durand, music is the elective mean 
for men’s tentative to have power over his destiny and to control the inexorable flow of time. 
Music reduces the Universe at a human scale where it receives a controlled orderliness, 
coherence and, especially, the possibility of reiteration, of going back, of correction. Unlike 
poetry, “music totally and even in a hyperbolic way sinks into the primordial mythical mire” 5 . 

In the legends of traditional China, music was a customary mean to adjust seasons, 
flows, rainfalls and even landforms. Together with dance, music strengthened the Yang or Yin 
principles aiming at building (or re-establishing) a proper harmony “in Heaven and Earth”. “To 
pacify Earth and sky is a matter of demiurge powers. Thus it cannot be realised but by 
dancing” 6 . Musical and choreographic rituals act on the Universe by an ordered gesture meant 
to mediate a meeting with the magic 7 : “Zhen Wong triggered the four seasons with the four 
strings of his guitar” 8 ... Music’s most stable roles are to reproduce the energetic directions of 
the surrounding world and to re-create a specific cultural signification. 

The birth of art is probably connected to the remainders of that emotional energy which 
had not been entirely used for concrete purposes and therewith, it might also be linked to the 
reproduction of the movements’ trajectories, which could fulfil either evocation or invocation 
of a successful action. Even if the reconstitution of the “ideological world” of the Neanderthal 


3 Leroi-Gourhan, Gesture... p. 85 

4 Starting from his fundamental study: The Anthropological Structures of the Imaginary, Paris: Dunod, PUF 1960 
“Gilbert Durand, Arts and Archetypes. The Religion of Art [Romanian translation] Bucharest: Ed. Meridiane, Col. 

Biblioteca de Arta, 2003, pp. 127-128 

6 Marcel Granet, The Chinese Civilisation, (Romanian translation) Ed. Nemira, 2000 p. 138 

7 Veronica Gaspar, Enchantment - Exorcism ( Incantare/Descantare ), An essay on the perception of music and 
magic in the social imaginary, Bucharest: Ed. Libra, 2004, p. 68 

8 Marcel Granet, Dances and Legends of the Antic China, Paris: PUF, 1959, p. 103 
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man is “hindered by the lack of any art production” 9 , yet the burials, the structure of the dwelling 
caves and the presence of some useless objects reasonably sustain the hypothesis of a spiritual 
side based on rituals. In several parts of the world, amid the oldest signs of the human presence, 
we can see labyrinths or other reproductions of successive actions, which are testifying about 
moving rituals. 

In the case of visual art, the first artefacts had the role of territory marks, evolving until 
the expression of a specific identity. To a great extent, the art practice had both practical and 
symbolic purpose. Conversely, the gestural art forms, which are deployed in time, required 
delimitation from the average activity. The vertical gestures used by the Paleoanthropians for 
splitting the flint stones 10 could become considered as “music” only starting from the moment 
when the sequence of strikes or their differences in pitch get a repetitive character, out of any 
relation with a practical need. 

As music is concerned, even if we can observe that it is related as well to hand (the 
motoric area) as to mouth (the speech) meanwhile it is hard to establish a phylogenetic primacy. 
All the histories of music are starting from the description of a complex phenomenon, where 
could be found as well vocal as instrumental music, melted with poetry, social rituals, magic 
and medicine. We can presume that the capacity to reproduce and maintain a rhythmical 
sequence played a determining function in music’s birth. However, some other research studies 
concerning the beginning of music are supposing that its origin comes from the voice. In his 
Essay sur I’origine des langues (1755) Jean-Jacques Rousseau had considered vocalizations of 
passion as the foundation of music as well as language, i.e. both originated in vocal utterances 
such as cries, shouts of joy or pain, sighs, blustering, or cheering, and both granted a 
communicative functions to these emotional vocal utterances 11 . 

Another researcher, Steven Brown went further: he proposes the thesis of a proto¬ 
language, named “Musilanguage” as being the foundation of both song and speech 12 .Their point 
of convergence is seen to include combinatorial syntax and intonational phrasing. “These 
properties of combinatorial syntax and intonational phrasing set the stage for the overall 
structural features of music and language” 1 ’. The theories about a plausible interaction of the 
both are confirmed by some Cognitive Sciences investigations. Serious research-studies led by 
Professor Stefan Koelsch have investigated possible interactions between processing of music- 
syntactic irregularities and semantic language processing with event-related potentials 
(ERPs) 14 . It has been identified a common cerebral area involved in both the processes (in the 
frontal lobe) and led to the conclusion that: “It is still possible that processing of musical syntax 
and linguistic semantics interacts under different task conditions or with different musical 
stimuli” 15 . 


9 Sherwood L. Washburn (Ed.), Social Life of Early Man, London, New York: Routledge, 2004, p. 124 
10 Leroi-Gourhan, Gesture... p. 102 

11 Helga de la Motte-Faber, Carl Stumpf: Impulses towards a Cognitive Theory of Musical Evolution (Introductory 
essay) in: Carl Stumpf, The Origin of Music, (English translation) Oxford: Oxford University Press, 2012 p. 4 

12 Steven Brown, The “Musilanguage” Model of Music Evolution in: N.L. Wallin, B. Merker and S. Brown (Eds.) 
The Origins of Music, Cambridge Ma.: MIT Press, 2000, pp. 271-300 

l3 Ibidem, p. 273 

14 Stefan Koelsch & alii, “Interaction between Syntax Processing in Language and in Music: An ERP Study”, in 
Journal of Cognitive Neuroscience 17:10, MIT Press, 2005, p. 1566: 
l5 Ibidem, p. 1574 
l5 Ibidem, p. 1574 
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Other theories, which are also connecting music to speech, consider that music preceded 
the spoken language. They take into account a number of mythological narrations; where the 
lost Golden Age was speechless and the blessed ancestors sang instead. Some old myths on 
music are considering it as the “paradisiacal language” precisely for its fluency and ambiguity, 
preceding the “split”, imperfect verbal language 16 . “The healing practices or the incantations 
meant to humanize the universe were, and still are holding the remainders of a speechless 
cultural time, where words would have been replaced by sounds, gestures or postures” 17 . The 
singing Paradise is a mythological constancy, whether it refers to a former age or to the 
transcendental world. 

In fact, it is quite impossible to determine whether voice preceded rhythmical beat or 
vice versa. The archaeological vestiges contain just evidences for the musical objects. Only 
some painted or engraved paths could suggest a written form of temporal rituals, but we cannot 
be entirely sure whether they are describing music or just walking parades. 

We might also discuss another hypothesis, according to which both song and rhythm 
have arisen at the same time, provided two prerequisites: separation of the gesture from any 
concrete activity and a mnemonic development able to remember a fixed and repeatable 
sequence. The difference between the primates’ calls and the humans’ song is given by “the 
cognitive capacity to use level tones in a meaningful fashion” 18 . The acquirement of the level 
of signification calls for the outbreak of abilities to establish hierarchies and level directions. 
This time, the internal energetic gestures are reactivated under the imperative of expression. 

Together with its role of time management, music cannot be conceived out of a symbolic 
function, regardless the emotional weight. A trivial dichotomy might grossly split musical 
perception in emotion (pending on the direction, complexity and speed of the musical flow) and 
signification (related to the subsequent cultural building). In the musical perception, both 
emotion and signification are intricate and interdependent. The semantic correspondences had 
over the centuries the leading role for understanding, teaching and evaluating music. 

For most of the traditional cultures, the “words about music”, namely the significations 
assigned to the musical discourse shadow even the music itself. The ancient musical culture of 
China, Greece and even Europe until the 18 th century was reassessed by the information related 
to the associated significations. The confusion between music and the associated literary 
discourse has often disadvantaged the perception of the musical flow as such. The emotional 
reactions coming from an aware audience were, and still are, stirred as well by the action of the 
musical energy as by the accompanying story. Sometimes the accompanying story itself could 
induce its own emotional tension; a tension that would be later reactivated by any similar 
musical structure. In other words, the cultural development is acting not only on the technical 
progress of the arts, but also on the complexity of their literary cover. 

Often, the creativity or the ludic esprit of a musician embezzles an established 
signification. Then, the reaction of the initiated audience (astonishment, hilarity until 
disavowal) is so strong, as even music itself would have been deformed. Even J.S. Bach was 
criticized for what the scholars of the time called the wrong use of the customary rhetoric 


16 Rene Guenon, Symbols of the Sacred Science [Romanian translation] Bucharest: Humanitas, 1997, p. 31 

17 Gaspar, Veronica. Music before Words, Words after Babel in: JRSL Journal of Romanian Literary Studies, No. 
9, Arhipelag XXI Press, Targu-Mure§, Romania, 2015, p. 45 and following 

18 S. Brown, Musilanguage, p. 283 
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formulas. Another example is more eloquent, because not only the critical interpretation is 
thwarted, but even the perception: Gustav Mahler’s Symphony No. 1 in D major, in the third 
movement, uses the well-known “Frere Jacques" song. But Mahler’s transformations: minor 
mode, slow tempo and especially the low timbre (double bass, bassoon and tuba) produce the 
effect of incongruity, grotesque and tragic. The sleep of the child in the original tune sounds 
more like the eternal sleep. However, this specific perceptive filter belongs exclusively to that 
audience which is acquainted with the popular song. 

Therefore, a closer analysis on the musical cultures of the world point out sophisticated 
constructions of codes, rituals and significations, which are accompanying, not only music, still, 
particularly this art. The evolution of these constructions, in addition to symbolic interventions 
which made increasingly sophisticated the musical discourse put a specific stylistic imprint 
which differentiates a place and a time, meantime having also the consequence of isolation. 
Gilbert Durand highlights the reciprocal indeterminacy between word and music: the increasing 
of the power of the word by the musical phrasing is symmetrically mirrored in the musical 
sequences which recall a former semantic assignment 19 . In order to understand a particular 
musical culture that became refined through intellectual means, a listener must be integrated in, 
by a thorough process of enculturation, be it conscious or unconscious 20 . 

A different perception concerns the popular music. A general emotional nucleus is 
always persisting beyond any specific modifications made during cultural development. If it 
preserved the naturalness of the internal movement, without interventions on the sounds’ 
emission, timbral superposition or any elements meant for particularization, only then it can be 
easily understood and suitable to be transmitted at a global scale 21 . The cultural gap separates 
the elaborated forms of music, while the rude, popular style is much more accepted by the 
foreigners, presumably because the basic energetic movements are less distort. An interesting 
example is given by the encounter between Japanese and European music, as it was witnessed 
by non-musicians. A thorough study made by Ury Eppstein in 2007 collected the reactions of 
Europeans facing the Japanese cultured music, from the first encounter (16 th century) until the 
opening of the Japanese Empire toward Europe (end of the 19 th and beginning of the 20 th 
centuries). The Japanese cultured music (court music, religious music, No theatre etc.) was seen 
by the European visitors as “a strange, bizarre, fantastic, atrocious, barbaric noise” 22 . Instead, 
the popular music would have been received with interest and even benevolence. “In our 
culture, the music of the knights usually sounds more pleasant than that of the low people; that 
of the Japanese knights is unendurable for us, and that of their sailors is pleasant for us” wrote 
the Portuguese missionary Luis Frois end of 16 th century 23 . This phenomenon is obvious in 
contemporary circumstances too, when comparing the amount of audience for classical music 


19 Gilbert Durand, Arts and Archetypes; The Religion of Art [Romanian translation] Bucharest: Meridiane, 2003, 

p. 118 

20 Conrad PhillipKottak,Mirror for Humanity: A Concise Introductionto Cultural Anthropology, New York: 
McGraw-Hill Inc. 2010, p. 23 

21 Veronica Gaspar, Reassessing the premises of the Western musical acculturation in Far-East Asia in: Acta 
Asiatica Varsoviensia 29, Warsaw: ASKON Publishersiin press) 

22 Ury Eppstein, “From Torture to Fascination: Changing Western Attitudes to Japanese Music”, in: Japan Forum 
19 (2), Routledge: London, 2007, pp. 191 
23 Ibidem , p. 192 
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(be it European or traditional Indian music, or Japanese shomyo 24 and gagaku etc.) with the 
Rock or Pop’s. 

The difference between the mere display of music and the added significations have 
been observed to a certain extent in some few traditional references as, for instance in the Vedic 
Sanskrit text, Samaveda, a thousand years BCE. Unless most of the traditional writings on 
music, which confound music with the associated language, Samaveda is organized into two 
clearly delimited formats: one part is based on the musical meter and another by the aim of the 
rituals 25 . Among the not many traditional treatises where the production of sounds is separately 
presented, we must also mention the famous 13 th century Chinese manuscript „The Fisherman’s 
Song ”, which is containing drawings and instructions strictly related to the instrumental 
technique 26 . Out of these exceptions, the theoretical approaches on the musical art referred to 
the circumstances and/or significations related to music, while the musical production per se 
was destined to lapidary instructions for practical purposes, the most being orally transmitted 
from master to apprentice. 

In addition to the complicated network of semantic correspondences, many of the 
presentations of music are focussed on the circumstances of its production, which have had a 
same symbolic weight as the transcendental purposes in the ancient documents. The musical 
phenomenon comes together with a literary projection in a complexity of specific behaviours 
and restrictions; mostly organized under the confines of a rigorous planning. “One cannot 
disconnect music from a more comprehensive cultural complex” 27 . Almost all the ethno- 
musicologists’ writings present a musical excerpt surrounded by presentation of circumstances 
and means. The musical cultures that have a higher degree of complexity are bestowing with 
significant correspondences not just the mere music, but all the circumstances of its production, 
including temporal or ritual framing 28 . Sometimes the cultural cover goes even to distort 
the natural perception of the energetic gesture. For instance, in traditional China, mourning 
ceremonies gave rise to dramatic staging, which included jumps and rhythmical shouts 29 . Or, 
from a European standpoint, there is no behaviour more estranged from grief as the bounce. In 
the Holy Scripture we can often find verses as “My soul will leap for joy” 30 . Even in the late 
European musical rhetoric tradition, the interval leaps were associated with enthusiasm, 
enjoyment 31 ... Another contradiction of the natural perception due to cultural intervention is the 
reversal of the customary perception of the space made by the Hebrew and Arabic musical 
cultures, where the acute register was described by “down” and the low by “high”. Robert 
Frances presumed that the explanation came from the role of the man comparing with the 
woman’s: one could not assign a higher position to the natural voice of an inferior creature 32 ... 


24 shomyo (UUJ) = Buddhist chanting; gagaku (T(Ks) = orchestral court music. Both dating from the 8 th century A.D. 
25 Lewis Rowell, Music and Musical Thought in Early India. Chicago and London: University of Chicago Press, 
1993, pp. 9 and following 

26 Chou Wen-Chung: „Towards a Re-Merger in Music”, quoted in Elliott Schwartz &alii , Composers on 
Contemporary Music , Holt, Rinehart and Winston (Eds.) 1967, p. 313 

27 Ian Cross, Musicality and the human capacity for culture, in: Musicae Scientiae - Special Issue 2009-2010, p.186 
28 Robert Frances, Perception of Music. Paris: Vrin, 1958, p. 255 

29 Marcel Granet, Dances and Legends of the Antic China, Paris: PUF, 1959 pp. 103 and 234 
30 The Holy Scripture, published by The Romanian Orthodox Church (Nicolae Sfetcu), 1988, p. 772, Chapter 61: 
10 

31 However, as in any complex musical tradition, such semantic issue had to have in view also other factors. 

32 R. Frances, Perception of Music, p. 309 
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The communication of “other’s” cultural facts involving energy and/or motion may raise-up 
more gaps or better empathy than spatial forms. A conceptual difference, involving cognition, 
can be rationally discussed and recovered; and the opponents can agree it (or not) without major 
emotional consequences, while the inter-cultural contradictions mostly rely on the energetic 
disparities. 

Gilbert Durand himself falls into the lure of the associated (verbal) language when he 
analyzes music, even if he remarks in the same work 33 that “always it subsist a hiatus between 
the literary expression [...] and music” 34 .However, he brings in this essay too, a noticeable 
clarification in the humanist thinking by identifying two basic landmarks in the musical 
discourse: pathos (referring of rhythm and movement) and ethos (restricted only to tonality). 
He considers the musical discourse as being “a language based on the non-semanticy of 
phonemes, which recovers some significant sequences by the pathos of the musical 
phrasing” 35 .Any signification sphere, synthesized by Durand in the term „ethos”, is a matter of 
consensus and communication. It has relevancy only inside a specific culture, while pathos 
covers the perception of movement and the emotional triggers, which are largely universal. The 
couple ethos-pathos from the conceptual sphere is mirrored in an enantiomorphic 36 -like 
parallelism in the social practice by the relation cultured-popular music. 

The dual acoustic nature of language and music, that provides a strong argument for an 
ancestral “musilanguage” in Steven Brown’s conception implies two functions for the sound: 
emotive and referential 37 . A supplementary nuance is added by Gilbert Durand, who joins 
together movement and pathos. The latter term’s connotation call into question the emotional 
potential of the energetic gesture, which is a specific musical phenomenon that can be 
intuitively observed, but much harder, be explained. Here is what Paul Ricoeur stated as being 
the difference “between understanding a signification and explaining a structure” 38 . 

The transformation of a movement in gesture occurred together with the transformation 
of fortuitous „emission of sounds, rattles, cracklings” in a sound organization implying „a 
mandatory meaning” 39 . A comprehensive research on musical gesture revealed, from different 
approaches the link between movement and (emotional) signification, which may or may not 
be ascertained by the semantic or rhetoric accompaniment. “Any energetic shaping through 
time, whether actual or implied, and whether intentional or unwitting, may be considered as a 
gesture if it may be interpreted as meaningful in some way” 40 . However, the association mood- 
gesture can occur even before consciousness (that presume both meaning and organization) if 


33 Gilbert Durand, Arts and Archetypes... see note 19 
34 Ibidem , pp. 127-128 
35 Ibidem, p. 77 

36 The term, borrowed from Crystallography means „the existence of two chemically identical crystal forms as 
mirror images of each other”. The adaptation of the term for Social Sciences can be found in Grazia Marchiano, 
What to Learn from Eastern Aesthetics, Canadian Aesthetics Journal, Special Issue, Peter McCormick (Ed.) Vol. 
2, Winter 1998, pp. 21-34 
37 S. Brown, Musilanguage, p. 294 

38 Paul Ricoeur, From Text to Action: Essays in Hermeneutics II, [Romanian translation] Bucharest: Humanitas, 
1995, p. 167 

39 David Lidov, Emotive Gesture in Music and its Contraries in: New Perspectives in Music and Gesture, A. 
Gritten, E. King (Eds.) London: Routledge, Ashgate, 2011, p. 25 

40 Robert S. Hatten, A Theory of Musical Gesture and its Application to Beethoven and Schubert, in: New 
Perspectives in Music and Gesture, A. Gritten, E. King, Routledge, Ashgate 2011, p. 2 
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we observe a little child’s gesticulation aiming at imitating a rhythm 41 . The musical perception 
reveals the gesture directly, objectively”, following energetic tracks, following ancestral 
mimetic mechanisms. The energies, perceived as ascension, descent, falling, swing etc. turn 
into symbols of their tracks: psychological resonance of the musical discourse. The emotional 
feedback coming from the internal level of signification is a matter of cultural education 
perpetuating through time the initial ritual gestures frozen in forms (spatial anamorphosis) or 
concepts (meaning). 

It is impossible to ascertain at what extend is music connected to gesture or to word. We 
can observe that the oldest layer is based on movements, around which we find the musical 
universalia (rhythm of lullabies, marches, healing rituals etc.). On a superior level there is the 
popular music, from any source, which can be easily shared and borrowed. The conceptual 
stratum builds cultural isolated parallel structures, which can be known and accepted only 
through a learning process. Nevertheless, for people formed into a cultural space, the musical 
perception comes concomitantly with its meaning, even if one can be (theoretically) aware that 
the meaning is an added cover around music and not the music. For those which are educated 
inside a solid musical environment is more difficult to discern the basic energetic trajectories 
than the semantic correspondences. Yet movement or verbal notion can be perceived as part of 
a spiritual discourse only when they comprise an emotional dimension. 
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Abstract: The process of historiographical metafiction is a way of rewriting the discourse about 
the past, in which postmodernist novelists practise both their intertextual ability and their re¬ 
reading vocation, also exhibiting their rebelliousness against the stiff, institutionalized literary 
forms of historical themes. 

Keywords: postmodernist intertextuality, rewriting, re-reading, literary vanguard, post- 
historic. 


Paradigma culturala a postmodemismului (daca admitem ca termenul ce si-a creat 
propria lui istorie semantica, precum §i un metadiscurs legitimator, are suficienta relevanta si 
in ceea ce privcstc spafiul romanesc) se sluje§te, pentru a funcjiona ca grila de evaluare / 
interpretare / amprentare a discursului literar propriu-zis, de o serie de concepte care, se §tie, nu 
doar pun in criza terminologia tare a modemismului, ci le inlocuiesc pe masura ce le golesc de 
autoritatea functional;! indelung exersata 1 . 

Cum lucrurile au facut si fac obiectul unor dezbateri a caror inca miza este, in fond, 
chiar (de)legitimarea postmodemismului, intcntia noastra este doar aceea de a selecta acele 
elemente ale campului paradigmatic ce servesc demersului propus aici. Cu alte cuvinte, pe un 
fundament teoretico-metodologic devenit deja bun comun al specialistilor, criticilor §i 
cxegctilor fenomenului §i al literaturii care-1 insofeste, ne propunem o scurta demarcare 
conceptual!! pe a carei operational i talc / operationalizarc urmeaza sa o demonstram. 

Potrivit lui Steven Connor, „teoria postmodema creeaza viziunea unei heterotopii 
culturale fara nicio limita, ierarhie sau centru care este, cu toate acestea, permanent incadrata 
de teoria prin voinja careia a aparut, o teorie care, prin negarea autoritara a autorita.fii, o 
ealauzeste pretutindeni, ingloband-o sau «percluzand-o». 2 

Dezmembrarea canonica si dezavuarea ideii inscsi de ierarhie, descentrarea si 
reconfigurarea spafiului cultural prin aplatizari ale vertical itafi i ca sens al asezarii valorilor §i 
prin supralicitarea contiguitafi i ca principiu al (re)organizarii componentelor narativ-ficfionale 


1 Prezentul studiu face parte dintr-o cercetare care a avut la baza teza de doctorat cu tema Scriitura romanesca a 
lui $tefan Agopian intre (de)construcfia narativa §i virtufile (meta)ficfionale. Idei si seevente corelative au fost 
deja publicate, pentru validare, in reviste stiintifice recunoscute, in timpul stagiului de pregatire doctorala si 
ulterior. 

2 Connor, Steven, Cultura postmodema, Editura Meridiane, Bucure^ti, 1999, p. 30 
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ale prozei literare se coreleaza, in acest context, cu o mai veche idee promovata atat de 
poststructuralismul francez, cat §i de postmodernismul de dincolo de ocean. Lumea ca Mare 
Text, circularitatea si productivitatea continua a semnificapci, caracterul ei perisabil §i 
tranzitoriu, sunt cateva dintre reperele teoretice care insojesc si sintetizeaza aspecte ale 
raportului text-lume in postmodernism. Potrivit aceluiasi autor, „legatura dintre text si realitate 
este recreata in postmodernism nu printr-o eclipsare a textului in favoarea revenirii la real, ci 
printr-o intcnsiflcarc a textualitajii, in asa masura incat aceasta ajunge sa devina o coextindere 
a realului”. 3 

In mod particular afectat de noua sensibilitate ce redistribuie altfel tennenii ecuajiei 
epistemologice §i propune o noua ontologie, genul romanesc i§i restructureaza masiv 
componentele semnificantului §i devine, crede Brian McHale, revizionist in dublu sens : „in 
primul rand, el revizuie§te continutul documentelor oficiale, reinterpretandu-le, adesea 
demistificand sau punand in adevarata lumina versiunea ortodoxa despre trecut. In al doilea 
rand, el rcvizuicstc si transforma cu adevarat convcntiilc si normele inse§i ale flcpunii 
istorice”. 4 

in felul acesta, consonand cu metqfic(iunea istoriografica a§a cum o delineate, 
argumenteaza §i exemplified Linda Hutcheon, romanul istoric poate propune nu atat innoiri, cat 
rccondifionari procedurale pe care McHale le grupeaza pe doua categorii, in funcjic de gradul 
de (dez)asimilare a faptului istoric in discurs. Altfel spus, romanul istoric „fie face adaugiri la 
documentele oficiale, pretinzand ca reface ceea ce s-a pierdut sau a fost suprimat”, „fie disloca 
de tot istoria oficiala”. 5 

In primul caz, discursul romanesc preia / inventeaza versiuni apocrife ale istoriei §i le 
a§aza intr-o naratiunc construita dupa normele fic(iunii istorice „ clasice In cel de-al doilea 
caz, se concentreaza asupra unor spajii albe din punct de vedere informational, adica asupra 
unor epoci in privinja carora putinatatca documentelor pennite eliberarea imaginapei de orice 
constrangeri ale conventici literare. 

Dintre strategiile care concura la elaborarea fictiunii cu/despre istorie in literatura 
postmoderna, propuse de McHale, am selectat, pentru compatibilitatea lor cu scriitura 
metaficponal-istoriografica a lui Stefan Agopian, pe cele mai relevante, fara intentia de a epuiza 
un subiect teoretic ce deja se hrane§te din propria lui istorie. 

Coroborata cu maleabilitatea structurala §i cu disponibilitatea ironico-parodica a 
discursului literar postmodern in genere, procedeele de tip mise en abyme permit atat 
multiplicarea perspectivelor cu putinta asupra aceluiasi fapt sau eveniment istoric, respectiv 
relativizarea §i largirea scmnincatici pe care in mod traditional faptele o poarta, cat §i activarea 
dimensiunilor autoreflexive §i/sau autoreferentiale prin care scriitura postmoderna se distinge. 
Altfel spus, procedeul se concentreaza intr-o „reprezentare adapostita sau incorporata”, 
ocupand un nivel narativ inferior celui al lumii „naratiunii diegetice primare”. Mai mult, 
„aceasta reprezentare seamana (...) cu ceva la nivelul lumii diegetice primare”, „acest «ceva» 
caruia ii seamana - trebuie sa constituie un aspect proeminent §i continuu al lumii primare”, in 
a§a fel incat „reprezentarea incorporata reproduce sau dubleaza reprezentarea primara ca 


3 idem, p. 172 

4 McHale, Brian, Fic(iunea postmoderna, traducere de Dan H. Popescu, Ed. Polirom, Ia§i, 2009, p. 145 

5 idem, p. 146 
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intreg”. 6 

Efectul ar fi, pe langa dezgolirea procedeelor ce Jin de convcntia narativ-diegetica 
(de)structuranta, golirea faptelor de substanfa si cvidcnjicrea mecanismelor de creare a iluziei 
de real sau a mult trambifatei autenticitafi. 

Interesafi cu precadere de text fi strategiile de (dez)articulare ficfionala, de 
instrumentele textuale ale producerii semnificafiei (in sensul derridean, vazuta ca o continua 
glisare a semnificajiei de la o linnet textuala la alta) 7 sau ale referenfei in literatura (in acccptia 
lui Riffaterre, pentru care textele nu se refera niciodata la realitate, ci la alte sisteme de semne 
- textele constituite deja) 8 , scriitorii acorda o importanfa maxima actului de a scrie. 

Importanfa care poate fi privita, pe de alta parte, f i ca o reaejie tocmai faja de cmergenta 
crescanda a discursurilor de tip me la: „intr-un efort de a stabiliza aceasta amctitoarc spirala 
ascendenta de fiejiuni, metafiefiuni, metametafiefiuni f.a.m.d. catre regresul infinit, diversi 
scriitori postmodern isti au incercat sa introduca in textele lor ceea ce pare sa lie realitatea intr- 
adevar ireductibila in ceea ce performeaza ei ca scriitori si anume actul insufi de a scrie”. 9 

in aceeafi ordine de idei, se are in vedere emfatizarea structurii fi a material itaji i cartii, 
precum fi indicarea acesteia ca parte components a fiefiunii pe care o poarta, prin „dislocarea 
spatiala a cuvintelor”, prin „introducerea spajiului alb (ce) are efectul de punere in evidenfa a 
prezenfei fi matcrialitatii cartii precum fi de fragmentare a realitajii lumii proiectate”. Procedeul 
in sine (evident in ultimul roman al lui Agopian, Fric, dar fi in primul, Insemnari din Sodoma) 
participa la dislocarea „convenfiilor fiefiunii in proza fi a structurii ontologice a romanelor”. 10 

In line, instanja fi statutul autorului sunt regandite in sensul ambiguitajii scripturale fi 
ontologice, al (re)(de)func(ionalizarii sale prin golirea de autoritatea altadata indiscutabila. 
Potrivit lui Foucault, autorul postmodern poate fi asimilat unei funejii variabile determinate de 
regulile care gestioneaza, in fiecare ordine sau conjunctura sociala, producerea fi circulajia 
discursurilor, ca fi de procesul de lectura. * 11 

Ideea este impartafita fi de Roland Barthes, care, dupa ce a decretat moartea autorului 
ca punct de cmergenja fi finalitate a scriiturii postmoderne, a revenit, dupa ce a constatat 
cxistcnta unor strategii de scriitura prin care funefia-autor ifi revendica dreptul la o prezenfa 
textuala lie explicita, lie doar insinuate in discurs. in termenii teoreticianului, „Nu e vorba ca 
Autorul nu poate sa «revina» in Text, atata doar ca, atunci cand revine, o face in calitate de 
musafir. Daca e romancier, este inscris in roman ca unul dintre personajele sale, configurat in 
covor, nu se mai bucura de privilegii, nu mai este patem, (...), inscrierea sa este ludica. Devine, 
ca sa zicem afa, un autor de hartie: viata sa nu mai constituie sursa fictiunilor sale, ci o licjiunc 
care ifi aduce contribujia la opera sa (...) cuvantul biografic recaftiga un sens putemic, 
etimologic, pe masura ce sinceritatea enuntarii (...) devine o falsa problema: eul care scrie 
textul nu este nici el, la randu-i, nimic mai mult decat un eu de hartie” 12 

6 McHale, Brian, op. cit., pp. 196-197 

7 Derrida, Jacques, Despre Gramatologie, traducere, comentarii §i note: Bogdan Ghiu, Ed. Tact, Cluj-Napoca, 
2009 

8 A se vedea Riffaterre, Michel, Intertextual Representation: On Mimesis as Interpretive Discourse, in 
„Critical Inquiry, 1/1984 

9 McHale, Brian, op. cit., p.302 

10 idem, pp. 278-279 

11 A se vedea Foucauld, Michel, What is an author? in „Textual Strategies: Perspectives in Post-Structuralist 
Criticism”, editat de Josue Harari, Cornell University Press, Ithaca, 1979, pp. 144-158 

12 Apud Brian McHale, op. cit. p. 313. A se vedea §i Roland Barthes, From the work to text , in „Image-Music- 
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Daca toate acestea caracterizeaza metaficfiunea istoriografica §i, in egala masura, 
credem, romanul postmodern, se cuvine adus in discujic punctul de vedere al Lindei Hutcheon 
care, in Poetica postmodernismului, dedica un capital distinct problematicii teoretico- 
procedurale si efectelor de licponalizarc specifice. Pe fondul acclciasi preocupari intense pentru 
demersul de scriitura in sine, semnalat deja, autoarea prezinta trecutul ca pe o stratificare de tip 
palimpsest a discursurilor care-1 contin §i, continandu-1, il justified. Forma esenjiala de 
cunoastcre a istoriei trecute §i a celei prezente (daca nu cumva singura), discursul romanesc 
despre trecut se fundamenteaza pe aceea ca „prezentul, la fel ca si trecutul, este intotdeauna 
deja textualizat, iremediabil pentru noi (...), iar intertextualitatea deschisa a mctafictiunii 
istoriogralicc serve§te drept una dintre semnalarile textuale ale acestei con§tientizari 
postmoderne”. 13 

Pentru a cvidentia nu doar translatarea in text a evenimentelor istorice §i investirea 
acestora cu o scmnillcatic absenta in afara discursului care o elaboreaza ca justificare / 
interpretare a trecutului, precum si construirea unor modele de pcrceptic §i de interpretare a 
realitajii, Linda Hutcheon il citeaza pe Hayden White - „orice naratiunc «istorica» - afirma 
acesta - configureaza evenimentele care ii servesc ca referent primar §i transforma aceste 
«evenimente» in notificari ale modelelor de semnifica|ie pe care orice reprezentare literara a 
lor nu ar putea sa le produca vreodata.” 14 

In aceea§i ordine de idei, este invocat §i comentat Lyotard, pentru care, afirma 
Hutcheon, „«realitatea» la care se refera limbajul metaficjiunii istoriografice este in primul rand 
realitatea actului discursiv insu§i [...], dar si realitatea altar acte discursive ale trecutului”. 15 

In acest context, autoarei i se pare ca fundamentals, pentru lamurirea specificului acestui 
tip de discurs numit metaficfiune istoriografica, este tensiunea existenta intre fapte, evenimente 
§i intamplari, pe de o parte, respectiv versiunea / versiunile lor textualizate, pe de alta parte, ca 
§i cea care apare intre diferitele figuri de referenda ce rezulta din practica scriiturii pe tema 
istorica. Cu alte cuvinte, daca „istoria ofera fapte” - „interpretate, semnificante, discursive, 
textualizate” - „pomind de la evenimentele brute”, atunci „referentul istoriografiei este (...) 
faptul sau evenimentul, urma textualizata sau experienja insa§i?”. 16 

in cazul metafic(iunii istoriografice, solutia ar putea sa vina, credem, dinspre 
(re)considerarea / (rc)conditionarca - parodica sau nu - a strategiilor de articulare a fictiunii 
romane§ti care sa eludeze sau sa caujioneze, dupa caz - realitatea istorica a§a cum ea va fi fost. 


Text”, Hill and Wang, New York, 1977, p. 161 

13 Hutcheon, Linda, Poetica postmodernismului, traducere de Dan H. Popescu, Ed. Univers, Bucure§ti, 2003, 
p. 207 

14 Apud Hutcheon, Linda, op. cit., p. 231 (A se vedea §i Hayden White, The Question of Narrative in 
“Contemporary Historical Theory”, in History and Theory”, 23, 1, p. 22. intrucat bibliografia teoretica §i 
practic-aplicativa pe problematica §i strategiile discursului istoric vazut ca narapune producatoare de sens, 
ca purtator al unei semiotici a incertitudinii etc., este destul de ampla, menfionam cateva studii importante, 
in opinia noastra, pentru o lamurire fie §i parfiala a chestiunii: Hayden White, Metahistory, The Historical 
Imagination in Nineteenth-Century Europe, The Johns Hopkins University Press, Baltimore, 1973; Jonathan 
Culler, DeconstructiomTheory and Criticism after Structuralism, Itaca, New York, Cornell University Press, 
1989; Stephen, Greenblatt, Invisible Bullets, in Con Davis §i Schleifer (ed.), Contemporary Literary 
Criticism:Literary and cultural Studies, Longman, New York, London, 1994, pp. 474-506; Valentine 
Cunningham, In the reading Gaol: Postmodernity, Texts and History, Blackwell, Oxford UK, Cambridge 
USA, 1994 etc. 

15 idem, p. 243 

16 idem, p. 246 
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Preeminenja ordinii discursului asupra faptelor este ilustrata, ca marca a metaficfiunii 
istoriografice, si in Politica postmodernismului ; in termenii autoarei, ficjiunea „subliniaza 
tocmai acest proces de obtincrc a povestirii din intriga. Ea nu neaga catu§i de pujin existenja 
trecutului real, ci atrage atenjia asupra actului de ordonare (impusa) a acelui trecut, 
decodificarea prin reprezentare a strategiilor de construcjie a scmnificapei”. 17 

incercand sa introduca si sa operational izczc o demarcate conceptual intre 
metajic(iunea (istoriografica) §i rescrierea postmoderna, Tamara Caraus ii asociaza celei 
dintai, ca marca distinctiva, autocomentariul pe care scriitura il coniine, precum §i interesul 
epistemologic („metaficjiunea incorporeaza in ficjiune enunjuri explicite, constatative care 
traditional au apartinut discursului teoriei critice, incercand sa demonstreze, impreuna cu teoria 
poststructuralista a narajiunii, ca romanele realiste construiesc mai degraba decat reflecta 
realitatea, funded lumea este intotdeauna mediata de limbaj §i naratiune [,..]” 18 , iar celei de-a 
doua, lipsa ironiei §i a deschiderii epistemice, lipsa componentei met a a discursului §i, in 
principal, re-elaborarea unui text dintr-o perspective - grila culturala - diferita. 19 

intre jocul cu structurile artistice §i (rc)valorilicarca textelor despre istorie - cu miza 
epistemica - prin reconfigurarea discursului care se sluje§te de rescriere, dar nu se identified 
total cu aceasta, in procesul (re)povestirii trecutului, romanele lui §tefan Agopian par a inclina 
catre a doua varianta, desi exista, acolo, o pennanenta si sustinula componenta meta care tinde, 
in ultimele romane, sa surclaseze narajiunea propriu-zisa. Lipsesc, insa, enunfurile explicite, 
constatative care traditional au apartinut discursului teoriei critice. 

Semnalam, aici, si o alta importanta contribute la problematica specified a 
postmodernismului romanesc - analiza atenta a lui Gheorghe Manolache, 20 extrem de utila in 
cadrul dezbaterilor, (inca) de actualitate, referitoare la literatura §i in special la proza 
postmoderna romaneasca, precum §i la deschiderile propuse de aceasta din urma pe planul 
procedurilor discursiv-textuale ori metaficjionale regasibile in scrierile autorilor din ultimii ani. 

Intr-o recenta carte despre rescrierea postmoderna 21 , autorul, Christian Moraru, 
pledeaza pentru o perspective afirmativa asupra paradigmei culturale (inca) actuale, mizand pe 
disponibilitatea discursului literar de a le ingloba pe toate celelalte tipuri §i forme discursive - 
adica de a le rescrie. 

Rescrierea ac(ioneazd, crede teoreticianul, ca principalul instrument activ de pastrare si 
de perpetuare a memoriei culturale, distincta in raport cu simpla pasted epigonica, textul 
epigonic sau subversiunea parodied, incercand sa se delimiteze de ilustrele proceduri teoretice 

- intertextualitatea, in acceptia Juliei Kristeva, transtextualitatea §i toate celelalte componente 

- hipo/hiper/meta teoretizate de Gerard Genette, in Palimpsestes, La litterature au second 
degre, rescrierea critica din perspectiva lui Marcel Pop Corni§, repovestirea contemporana a§a 
cum o injelege Schiff, anxietatea influentei pentru care pledeaza Horold Bloom §i relectura in 


17 Hutcheon, Linda, Politica postmodernismului , traducere de Mircea Deac, Ed. Univers, Bucure^ti, 1997, p. 
71 

18 Carau§, Tamara, Efectul Menard. Rescrierea postmoderna: perspective etice, Ed. Paralela 45, Pite§ti, 2003, 
pp. 39-40 

19 idem, p. 41 

20 Manolache, Gheorghe, Regula lui doi (registre duale in developarea postmodernismului romanesc) , Ed. 
Universitapi „Lucian Blaga”, Sibiu, 2004 

21 Moraru, Christian, Rewriting Postmodern Narrative Cultural Critique in „Age of Cloning”, traducere din 
limba franceza §i note de Lidia Simion, Ed. Nemira, Col. „Totem”, Bucurefjti, 2000 
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opinia lui Matei Calinescu, Moraru vede in rescriere o arhi-specie literara cu caracter hibrid, 
intertextuala si interdiscursiva, ce propune cxistcnta unei legaturi constante, intcnponatc, cu 
texte preexistente, care sa evidcnticzc natura autorcfcrcnpala si autospeculara a literaturii in 
general §i a metaficpunii (inclusiv a celei istoriograllcc) in special. Ceea ce rezulta ca urmare a 
rescrierii active este o copie a modelului, devenita model-copie susceptibil de a fi rescris, la 
randul sau. 

Comentand aspectele particularizante ale teoriei lui Christian Moraru, Cosana Nicolae 
puncteaza elementele demonstrate ce rezida intr-o renarativizare interesata nu doar de 
permutarile strict literare, ci §i de cele transliterare - sociale, politice, ideologice, precum §i o 
noua acccptic a istoriei literare - deteritorializate, „bazata pe principiul rescrierii, in care avem 
de-a face cu texte migratoare, texte germinative si texte larvare, care incoltcsc intr-o parte §i 
rodesc intr-alta, ca intr-un joc de cronotopii suprapuse a la Escher. Se rescrie nu pentru ca au 
pierit toate muzele, ci pentru ca originea a disparut §i, prin urmare, nu mai exista natura 
repetitiva, ci doar cea transformativa a lucrurilor.” 22 

in fine, amintim aici §i punctul de vedere al Mariei-Ana Tupan, care sintetizeaza §i da 
o coerenja suplimentara poeticii romanului istoric postmodern, cu insistenja asupra 
componentei sale mctaficponalc ce presupune coprezcnta reflecjiei asupra istoriei ca tema 
literara („in varianta auto-reflexiva, romanul pune probleme epistemologice privind natura si 
inteligibilitatea istoriei ca tema literara” 23 ) si a unui ansamblu de strategii (meta)discursive care, 
suprapuse peste „nivelul crono-diegetic al narajiunii”, fac sa dispara „difcrcnta dintre realitate 
§i reprezentare”. 24 

Sub aceasta marca delinitoric a romanescului metaficjional pe tema istorica se reunesc 
toate celelalte trasaturi ale discursului, precum: „lipsa de cocrcnta a subiectului pcrccptici”, 
datorata multiplicarii vocilor naratoare §i a perspectivelor, precum si caracterului limitat si 
relativ al acestora, disparijia supra-perspectivei unice, integratoare, avand drept consccinja 
ruperea coerenjei narative §i a continuitapi istorice, hibridizarea discursului romanesc prin 
juxtapunerea diferitelor figuri §i registre discursive, relativizarea defmitiva a conceptului de 
adevar istoric, atat prin deconstruirea categoriilor naratiunii literare clasice, cat §i prin (sau 
tocmai datorita) faptului ca „garantiile epistemologice traditionalc, adevar, con§tiin(a, 
Dumnezeu au fost inlocuite de episteme (Foucault) ca tropi epistemologici ai practicilor 
discursive, povestiri arhetipale servind ca puncte de referinja culturala”. 25 

Reflectand criza identitdfii ontologice sau, dupa alp teoreticieni, o noua ontologie), 
metaficfiunea istoriografica se revendica de la faptul ca „nu exista o construcpe general- 
valabila, ci doar versiuni sau interpretari ale trecutului, ale caror surse sunt (...) nu un corp de 
cunostinjc, ci de alte discursuri, supuse unor presiuni sau prejudccap ideologice §i minate de 
instabi 1 ita(ilc §i ambiguitaple limbajului: semne vide ce-§i astcapta interpretul”. 26 


22 Nicolae, Cosana, Rescriu, deci exist, in „Observator cultural”, nr. 168/2003, disponibil la adresa 
http://www.obsen’atorcuItural.ro/Rescriu-deci-exist*articleID 8183-articles details.html - accesat la 
12 . 10.2012 

23 Tupan, Maria-Ana, Discursulpostmodern, Ed. Cartea Romaneasca, Bucure^ti:, 2002, p. 138 

24 idem, p. 183 

25 idem, pp. 119-120 

26 idem, p. 120 
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VALERIU ANANIA, MEMORIES FROM COMMUNIST PRISONS 

Ana-Gabriela Pop 

PhD Student, "Petru Maior" University ofTirgu Mures 


Abstract: The communist regime controlled every field of the Romanian society, of great 
importance being the institution of the Church, very influential in the life of the people. The 
Church had its power diminished and many people were arrested on the grounds of their beliefs. 
Valeriu Anania, one of the major writers and clerics of the time, narrates his experience in 
prison in his autobiographical work, Memoirs, revealing the horror of the life in prison, but 
also the beauty of creation in such conditions. 

Keywords: Valeriu Anania, communist regime, prison, church, memories 


Nici un aspect al viepi sociale nu a scapat vigilenjci regimului instaurat in Romania 
dupa ajungerea la putere a comunistilor. Reprezentapi noii puteri au identificat potenpalele 
pericole si au alcatuit un plan de acpune care sa le permita neutralizarea acestora in cel mai 
scurt timp si intr-un mod cat mai complet. Au reus it chiar sa particularizeze fiecare situape §i 
sa o abordeze diferit, in funepe de natura ei. Nici institupa Bisericii nu a facut exceppe. De 
altfel, fiind o institute importanta a societapi romane§ti se impunea neaparat controlul ei: 

„ Ultimul obstacol important din calea impunerii modelului sovietic era Biserica. 
Securitafii i-a revenit sarcina de a-l indeparta. 

Masurile luate au fost diverse si pe mai multe paliere, Securitatea actionand organizat: 

„Inca din primii ani de existenfd, Securitatea a luat in vizor Biserica, prin internarea 
in inchisori a unor preofi, prin controlul manifestarilor la nivel inalt, prin recrutarea §i 
infiltrarea de informatori din §i in randulpreofimii yi, nu in ultimul rand, prin planuri de masuri 
§i o intreaga serie de alte documente. ” 1 2 

Pe cale legala s-au luat o mulpme de masuri, gandite in etape, menite a distruge si aservi 
total institupa Bisericii. S-a inceput prin obligativitatea pensionarii a mai multor ierarhi trecup 
de varsta de 70 de ani, apoi s-a pus in aplicare o noua lege a invajamantului, care instituia 
invatamantul laic si interzicea studiul religiei in scoli. A urmat desfiinjarea Episcopiei Armatei 
§i interzicerea asistenjei religioase in unitaplc militare, inchisori, spitale si azile de batrani. 

S-a trecut apoi la inchiderea mai multor manastiri si schituri, relapile cu diaspora au fost 
suspendate, cele inca existente drastic reduse si controlate. In plus, s-a trecut la permanenta 
observare a embrilor clerului. Regimul nu s-a ferit nici sa treaca la arestarea unui important 
numar de preop §i calugari, cu un punct culminant intre anii 1948-1949 §i 1958-1959. 


1 Dennis Deletant, Teroarea comunista in Romania. Gheorghiu-Dej si statulpolifienesc, 1948-1965. Traducere de 
Lucian Leu^tean, Cu o prefa^a a autorului pentru editia in limba romana, Editura Polirom, lap, 2001, p. 76. 

2 Carmen Chivu-Duta, Cultele din Romania intreprigonire si colaborare, Editura Polirom, lap, 2007, p. 20. 
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Prigoana impotriva Bisericii Ortodoxe Romane a fost extrem de complexa, aceasta 
institute a continuat sa existe, Hind insa masiv epurata, controlata si aservita. in plus, s-a 
urmarit si uneori s-a reusit compromiterea unor importante fete bisericesti: 

„Pentru a distruge mai bine Bis erica din chiar interiorul sau, puterea ateista s-a gandit 
ca e necesar ca o bund parte din feiele bisericesti sa fie murdarite moral §i, pe urma, angajate 
in apararea comunismului. A§a se face ca fiecare lovitura data de partid Bisericii a fost 
justificata sau explicata ca provenind din interior. Trecand peste acest §antaj diabolic, 
guvernul a incercat sa corupa, prin alte metode, chiar §ipreofi irepro§abili, al caror trecut nu 
avea nici o «pata» ” 3 

Pe de alta parte, cea mai trista soarta pare a o fi avut Biserica Unita Greco-Catolica, care 
a fost desfiinjata, clerul si enoria§ii avand de ales intre trecerea la ortodoxie sau prigoana. De 
altfel, toate cultele au avut de suferit, deseori membrii lor Hind inchisi. 

Bilantul e necunoscut, insa se stie ca un numar mare de persoane au avut de suferit. 

La fel ca si in celelalte domenii, si in cel teologic, personalitatile marcante au avut cel 
mai mult de suferit. Pentru ei, fiind mai vizibili, era greu sa treaca neobservati. §i dupa eliberare, 
controlul va fi foarte strict, iar libertatea va fi drastic limitata, aproape inexistenta. 

In acest context, relevanta este situatia scriitorului si clericului Valeriu Anania, ale carui 
marturii reprezinta un moment important in cadrul literaturii romane, nu doar prin cuprinsul 
celor narate, cat si prin forma pe care o imbraca aceste marturii. 

Valeriu Anania a fost o personalitate putemica a viejii culturale §i religioase romane§ti, 
cunoscut deopotriva ca scriitor, dar §i ca important cleric. 

Nascut pe 18 martie 1921 in comuna Glavile, Valcea, Valeriu Anania a urmat Seminarul 
Teologic Central din Bucurcsti, dar §i cursuri la liceele Dimitrie Cantemir §i Mihai Viteazul, 
unde si-a susjinut §i bacalaureatul. 

inscris intr-o organizajie legionara a tineretului, a fost arestat in 1941 pentru a fi 
participat la funeraliile unui comandant legionar §i s-a ales totodata cu calificativul de 
„ legionar ”, care 1-a urmarit intreaga existenja si a constituit motiv pentru urmatoarele acjiuni 
de urmarire §i arestari. Calugarit la Manastirea Antim, sub numele de Bartolomeu, a slujit la 
Manastirile Polovragi §i Baia de Arie§. 

S-a inscris la Facultatea de Medicina §i la Conservatorul de Muzica din Cluj, in 1944, 
unde a condus o greva a studentilor cu caracter anticomunist, dar §i antirevizionist, atmosfera 
fiind extrem de tensionata in zona dupa retrocedarea Ardealului. Ca urmare a acestor acjiuni, 
Valeriu Anania a fost exmatriculat. §i-a continuat ulterior studiile, desi era sub intensa urmarire 
§i supraveghere a autoritajilor, la Facultatea de Teologie din Bucurcsti §i la Academia 
Andreiana din Sibiu, fiind in cele din urma liccntiat in teologie, in anul 1948. 

in perioada patriarhului Justinian Marina, el s-a bucurat de sprijinul §i protecjia acestuia, 
desfasurand totodata o intensa activitate de organizare a invajamantului bisericesc, apoi de 
organizare si completare a bibliotecii patriarhale. 

Arestat din nou, in 1958, pentru activitate legionara, a fost condamnat la 25 de ani de 
munca silnica, efectuand anii de detenjie la Aiud pana in 1964. 


3 Sergiu Grossu, Calvarul Romaniei creatine, Editura „Convorbiri literare” - ABC Dava, Chifinau, 1992, p. 218. 
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Ulterior a fost trimis in America, ocupand mai multe funcjii in cadrul Arhiepiscopiei 
Ortodoxe Romane de acolo. Dupa Revolujia din 1989, Valeriu Anania a devenit unul dintre 
cei mai important §i vizibili clerici. 

Valeriu Anania este totodata §i un important scriitor. S-a afirmat in literature inca de pe 
bancile scolii, facandu-si debutul in anul 1936 la revista Vremea, apoi la revista Dacia 
Rediviva, al carei redactor principal a si fost. Mai tarziu, a colaborat la revistele Gazeta Literara, 
Luceafarul, Magazin Istoric, Ateneu si altele. A publicat §i in revistele centrale bisericesti. 

Vorbind de activitatea sa de dramaturg, trebuie sa mentionam lucrarile Miorita (1966), 
Mesterul Manole (1968), Du-te vreme, vino, vreme! (1969), Paharelul cu nectar (fantezie 
pentru copii-1969), Steaua Zimbrului (1971), Poeme cu masti (1972). 

Este autor §i al mai multor volume de poezii: Geneze (1971), Istorii agrippine (1976), 
File de acatist (1981), Anamneze (1984), Imn Eminescului in nouasprezece canturi (1992); 
Poezie religioasa romaneasca moderna (1992). 

La acestea se adauga volumele de proza si de eseuri: Greul Pamantului (1982), Rotonda 
plopilor aprinsi (1983), Cerurile Oltului (1990), Amintirile peregrinului apter (1991), Strainii 
din Kipukua (1979). 

O importanta lucrare a fost §i transpunerea in limba romana a Sfintei Scripturi dupa 
Septuaginta, o munca asidua §i istovitoare desfa§urata pe parcursul a peste zece ani si finalizata 
in 2001. 

Valeriu Anania s-a incumetat sa astcarna pe hartie §i amintirile zbuciumatei sale victi. 
Grupate sub titlul Memorii, cartea sa cuprinde multele experience la limita pe care a trebuit sa 
le infrunte. Dincolo de orice alte considered i, se desprinde imaginea unui om care nu trece 
neobservat §i care nu pregeta sa infrunte destinul atunci cand considera ca aceasta este calea 
justa. 

Din chiar Cuvantul inainte, autorul (ine sa precizeze imposibilitatea acuratejii 
amintirilor, menjionand aproximatiilc inerente unui asemenea demers. Necesitateaunui demers 
memorialistic vine din nevoia unui portret al epocii, dar si al parcursului sau sinuos: 

„Nu am limit niciodata unjurnal. (...) Vine o vreme cand via fa ta se cere rostita §i astfel 
decat in graiul convenfiilor sociale, mai adevarat adica §i mai de-a dreptul, §i atunci, in lipsa 
de altceva, fi-o iei de la capat pe amintiri, de-a rostogolul, ca apa muntelui poticnita ’n pietre, 
§i o ducipana undepofi.f...) scrise cam in 9 luni... Le-am scris in graba, cu ochiipe calendar, 
fara me$te$ug §i fara pretenfii, cautand sa le fin amintirilor o curgere in timpul lor, care totu.p 
sufera de unele aproximafii ”. 4 

Memoriile sale sunt asadar declarat incomplete, fiind scrise in graba, insa cu grija de a 
fi dincolo de un document al epocii, §i unui al propriului suflet: 

,, Memoriile mele sunt departe de a fi complete, mai cu seama in ultimele capitole, pe 
care le-am scris biciuit de timp. Dar, a.fa cum sunt, ele se vor .fi se propun o marturie nu numai 
a unei lumi, ci .fi a unui suflet. 

E vorba de sufletul meu ”. 5 


4 Valeriu Anania, Memorii , Editura Polirom, Ia§i, 2008, p. 7. 

5 Idem, p. 8. 
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Talentul artistic al autorului transpare din paginile Memoriilor, cu prcgnanta din 
descrierile ce populeaza textul, dar si din schijele de portret alcatuite prietenilor si cunoscuplor 
sai. Astfel, Radu Gyr ne apare intr-o perspective induio§atoare: 

„Dep incarcat de safer in\e, cu ani grei depuparie in spate, cu un ochipierdut pe front, 
cu trupul ros de multe betepiguri, poetul se desfa§ura vesel, glume}, sorbind fiecare picatura 
de via{a cu voluptatea celui ce-i cunoapepreful. Cantare / «oficial» al Garzii de Fier, Radu 
Gyr era foarte pufin - aproape deloc - un om politic, ci mai mult un indragostit romantic de o 
idee romantica. ” 6 

Acelasi autor apare in lap sat intr-o ipostaza a artistului tradat in munca sa, intristat de 
faptul ca nu putea sa publice §i amar-amuzat atunci povestea cum versurile la care trudise mult 
pentru obpnerea expresiei potrivite reveneau la el deformate, modificate ca urmare a 
transmiterii si repnerii lor defectuoase. 

Odata ajuns in arest, Valeriu Anania se treze§te intr-o noua realitate, pe care se grabe§te 
sa o cunoasca, de unde notapile despre mediul inconjurator, el reamintindu-si cu lux de 
amanunte aspectul celulei. 

Noua realitate e demoralizanta, cel mai chinuitor aspect Hind, dincolo chiar de zgomotul 
zavoarele ce premergea ducerea arestaplor la ancheta, supravegherea continua prin vizeta. O 
supraveghere perceputa drept o tortura, nepcrmitand nici o clipa de lini§te, nici o clipa de 
singuratate: 

„ Ochiul acesta aparea din cinci in cinci minute, uneori mai des, dar niciodata mai rar, 
ziua p noaptea, staruia doua-trei secunde p capacui lunecafara zgomot. Prezetpa acestui ochi 
mi s ’a parut una din ceie mai teribiie torturi ale viefn de inchisoare comunista; ei te urmarepe 
chiar p atunci cand nu se arata, te patrunde, te furnica, i(i citepe fa{a, gesturiie p gandurile, 
t(i numara bataile inimii. Intermitenfele aparifiei iui sunt mult mai crancene decdt daca ceiula 
ar avea u§a de gratii sail pere{i de sticia;(...) Uneori capacelul se lasa, pentru ca ochiul sa 
reapara in secunda urmatoare, ca p cum s ’ar fi razgandit. §i toata aceasta supraveghere 
minufios calculata, cu efecte psihice prevazute intr ’un vast laborator al infernului, se petrecea 
in cea mai desavarpta iinipe, o linipe de cimitir in care morfii mediteaza pe propriile lor 
morminte. ” 7 

Continuand analiza condipilor de detenpe, Anania aminte§te tortura closetului, felul 
anume in care trebuiau sa doarma, era o pozipe standard, nici o alta nefiind acceptabila, 
menponeaza de asemenea §i masurile preventive luate pentru a evita sinuciderea, celor pedepsip 
fiindu-le astfel interzisa chiar si evadarea in moarte. 

Dar aduce si o marturie aparte. De§i noteaza toate interdicpile, pnc sa precizeze, spre 
deosebire de multe alte marturii, faptul ca rugaciunile nu erau interzise, ajungand la concluzia 
ca probabil erau tolerate doar rugaciunile individuale, nu si cele desfasurate in grup de mai 
multi detinuti. 

Primul contact cu ancheta este unul bland, fiind iscodit de un ofper cult, cu care putea 
purta conversapi si nici nu era vorba de vreo maltratare fizica sau psihica, insa anchetatul se 
simte dezorientat §i oarecum dezgolit in fa|a maldarului de informapi de care anchetatorul 
dispune. Anchetatorul ii dezvaluie chiar la un moment dat ca el avea, intre altele, ca menire sa 


6 Idem, p. 73. 

7 Idem, p. 248. 
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citeasca toate lucrarile §i sa stabileasca in mod concret caracterul acestora, rezultatul 
investigapei sale urmand a se materializa intr-un raport. 

Toate aceste in form alii vaste depnute de catre anchetatori sfar§esc prin a demoraliza 
anchetatul, intrebarile care i se pun, termenul care ii este lasat pentru a se gandi la raspunsuri, 
etema framantare cu privire la ce §i cat anume cunoastc cel din faja lui are rolul de a-i crea o 
stare de agitape, incordare. Se produc inevitabil prabu§iri suflete§ti, nelini§te, anxietate. 
Anchetatul este intr-o permanenta stare de incertitudine si agitape sufleteasca: 

„In sufletul meu incepeau clatinarile, unele prabufiri. De unde fiia Securitatea atatea 
amanunte? Reveneam in celula, imi scormoneam amintirile, le confruntam cu dosarul fi-mi 
descopeream prieteni in teancul de file pe care anchetatorul le tot rasfoia fi dupa care 
conducea interogatoriul. §i daca acefiiprieteni au spus, pe ce cale au ajuns sa marturiseased? 
Gandurile acestea imi intunecau zilele, uneori fi nopfile. ” 8 

Dincolo de raspunderea pentru propria persoana, cel anchetat se vede confruntat si cu 
responsabilitatea faja de celalalt, orice declarapc sau cat de mica scapare putand atrage 
nenorocirea celui menponat: 

Interdicpa de a avea hartie sau instrumente de scris nu 1-au impiedicat nici pe el, dupa 
cum nu i-a impiedicat nici pe mulp alpi allap intr-o situape similara, sa isi continue munca de 
crcapc. Dupa inerentele probleme ale inceputului si obi§nuirii cu creap a §i stocarea mentala a 
variantei potrivite, c reap a aceasta „nevazuta” a devenit un fel de terapie, dincolo de a fi o 
necesitate. Finalul detenpei 1-a aflat cu o mulpme de crcapi bine finisate si temeinic fixate in 
memorie. Din marturiile vremii, de altfel, rezulta ca acest efort creator pastrat exclusiv in 
memorie avea §i un rol de cxercipu al creierului, un alt beneficiu constituindu-1 rolul terapeutic, 
efectul de transcendere a realului imediat si deta§area de uratul situapei actuale: 

„Acum in celula, nu aveam nici hartie §i nici creion §i nici vreun alt mijloc de a 
scrie;(...) La inceput a fast extrem de greu sa-mi fac creierul tablifa §i sa «scriu» pe el. 
Operafa cea mai dificila nu era «scrierea» in sine, ci «§tergerea» variantelor inutile, 
la care ai renunfat dupa ce ai formulat un vers mai bun, o strofd care fi se pare perfecta; 
primele variante au tendinfa de a ramane §i de a nu ceda locul celor urmatoare sau celei 
definitive, singura care urmeaza sa fie inregistrata §i depozitata in memorie. Am inceput 
precaut, cu lucruri simple, versuri scurte, rime imperecheate, spre a indrazni apoi tot mai mult 
spre forme mai pretenfioase. Sentimental izbutirii imi lamina sufletul; munca aceasta era nu 
numai o sustragere de la ancheta §i o umplere a timpului gol, ci un act de creafie in sine, care 
ma implinea. Am lucrat astfel cu regularitate §i indaratnicie, zi de zi, vreme de §ase ani, oriunde 
m ’am aflat, fi am iefit din inchisoare purtand in memorie doua piese de teatru complete fi o 
mulfime de poezii, totalizand aproapte douasprezece mii de versuri. ” 9 

Si ulterior revine cu menu uni privitoare la marea fericire §i usurare induse de munca de 
crcapc desfasurata in detenpe. Focalizarea pe domeniul creator i-a permis lui Valeriu Anania 
sa se detaseze in buna masura de realitatea sordida in care se alia. 

Confruntarile cu diversi anchetatori il determina sa perceapa acut raportul inerent ce se 
leaga intre cele doua parp, astfel cele doua entitap sunt clar opuse, fiecare avand ca scop 
castigarea confruntarii: 


8 Idem, p. 261. 

9 Idem, p. 257-258. 
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„Anchetatorul p anchetatul sunt doua cetafi inchise care se scruteaza reciproc p-p 
cauta fisuri: primul banuiepe ca celalalt pie mult mai mult decdt spune, al doilea cauta sa 
ghiceasca unde anume vor sa ajunga intrebarile (de obicei, puse de la distance marl, cu salturi 
surprinzatoare, ca la §ah). Eu aveam de partea mea aclevarul (p un plus de intelect), el avea 
de partea lui puterea (p un plus de viclenie). ” 10 

Atitudinea in cadrul anchetei este si din punctul sau de vedere cea de rezistenja si de 
negare cat mai mult posibil, este o veritabila obligatie care ii revine celui anchetat, de a nu oferi 
informatii: 

„ Nega(ia intr’o ancheta la Securitate e aproape o obligatie morala a celui intrebat, p 
ea dureaza fie pana la epuizarea rezistenfei fizice, in caz de tortura, fie in fata unor evidence 
zdrobitoare pe care anchetatorul (i le pune in fata. ” u 

Necolaborand satisfacator cu anchetatorii, urmeaza §i partea fizica a anchetei, respectiv 
bataia crunta, infioratoare, inumana la care este supus. Scena este descrisa cu lux de amanunte, 
surprinzand atat descrierea fizica a unuia dintre cei mai duri batau§i din pu§carie, cat §i intreaga 
gama de torturi la care a fost supus, precum si reacpile sale fizice §i psihice. Sunt imagini 
agresive, pe care Valeriu Anania le reda in cheie realista, cruda: 

„ O ploaie de lovituri, din amandoua parfile, ritmic, ca pe nicovala potcovariei, s ’a 
napustit pe talpile mele. atunci am inceput sa urlu, p-mi era rupne de mine, p nu voiam sa 
urlu, p urlam ingrozitor - imi dadeam bine seama - p mu$cam aerul p simfeam nevoia sa-mi 
infig dinfii ceva p am nimerit, zvarcolindu-ma, piciorul celui ce tinea de capatul funiei p l-am 
muscat de pantalon p i-am auzit injuratura, apoi am lepnat din nou. ” n 

Refacerea a fost grea dupa acest episod al bataii, insa a avut drept consccinja §i o 
oarecare imbunatajire a comportamentului gardienilor care nu il ajutau, dar macar nu il bruscau, 
nu ii ingreunau inutil cxistenta. Readus dupa o vreme in faja anchetatorului, Valeriu Anania 
semneaza o dcclarape conform careia recuno§tea activitatea legionara, constient ca astfel i§i 
semneaza singur condamnarea, insa usurat ca nu mai era chinuit cu intrebari al caror scop era 
ajungerea la insu§i patriarh, cum incercasera initial anchetatorii. 

Procesele se finalizau inevitabil cu condamnari grele pentru loti cei implicaji. Dincolo 
de deznadejdea rcsimtita la auzul acestor ani grei de dctcnpc, dctinupi simteau o oarecare 
usurarc la gandul ca vor scapa de durele anchete de la Securitate. Sperau in condipi mai umane 
de detenjie §i sa scape de bataile §i celelalte forme de tortura. Apare ca ireala, insa perfect 
plauzibila in acest context, u§urarea rcsimtita de detin up cand isi dau seama ca urmeaza sa fie 
transfcrap la penitenciar.: 

Remarca si el unele semne de omenie, de normalitate umana, la unii gardieni, care nu 
injeleg sa ingreuneze situapa celor delinup, spre deosebire de imaginea fioroasa a prototipului 
de gardian: 

,,Mi se paruse p altadata ca intrezaresc asemenea scapari de omenie la angajatii 
Securitatii, oameni instruifi in legea neindurarii, a asprimei, a vorbei rastite, a sprancenei 
incruntate, a intunecimii de suflet p a ingustimii de minte. ” 13 


10 Idem, p. 259. 

11 Idem , p. 262. 

12 Idem, p. 270-271. 

13 Idem , p. 288. 
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Pretutindeni unde se afla, Valeriu Anania este precedat de faima sa. Uneori el se simte 
obosit de a fi mereu in vizorul §i in atcntia tuturor, si-ar dori si clipele de lini§te ale 
anonimatului. Un astfel de moment se petrece §i la inchisoare, unde este de fiecare obiectul 
atentiei si analizei: 

„Pe dupa gratiile earnerelor vecine se ingramadisera capete cate puteau sa incapa, 
nerase, cu ochii mari. Cei din lotul mei fusesera rdsfirafi prin toata pu§caria §i raspandisera 
vestea ca eram acolo. Nu ma simfeam bine; a§ fi vrut sa fiu un anonim, un pu§caria§ oarecare, 
sa tree printre oameni neobservat. Nu se putea. Destinul numelui ma urmarea §i acolo unde 
arfi trebuit sa fiu un simplu numar. ” 14 

Aspectul asemanator al celulelor, continuul du-te-vino, precum si monotonia zilnica fac 
imposibila o acuratctc a a detaliilor relatate, lucru de care si autorul este consticnt §i pe care tine 
sa il mentioneze cu sinceritate: 

„Daca cineva ar verifica acuratefea acestor amintiri printr’o confruntare cu scriptele 
arestului, ar afla multe nepotriviri in ce prive.fte, mai ales, cronologia viefti mele de celula. Nu 
numai zilele semanau una cu alta, ci §i camerele: aceea.ft a§ezare a paturilor, aceea.ft fereastra, 
sus, cu gratii §i plasa de sarma, acela.ft bee deasupra u.fti, acela.ft closet turcesc, aceea.ft vizeta 
cu spion. §edeai un timp cu cafiva camarazi, unul sau mai mulft plecau, unul sau mai mufti le 
luau locul, intr’o continua vanturare de chipuri §i suflete. ” 15 

Valeriu Anania este dus la Uranus pentru a servi ca martor (al acuzarii, desigur!) in 
procesul lui Radu Gyr. Aici beneficiaza de un alt fel de tratament, e dus intr-o camera la 
demisol, prime§te cafea, apoi hartie, creioane, (igari §i i se cere sa scrie tot ce nu a declarat la 
ancheta. Initial, el refuza sa adauge ceva la declarajia sa; inspectand celula vede un paianjen, 
apoi o musca, iar aceasta din urma ii readuce in memorie imaginea Marijei, o musca pe care el 
si colegii de celula o adoptasera si o tratau cu multa afeejiune caci ii scotea din rutina zilnica, 
iar disparijia sa intr-o buna zi i-a intristat pe toji. Amintirea Marijei il face sa speculeze ca aceea 
pe care o vede in actuala celula ar fi tot ea. Observand ca paianjenul e flamand, el prinde musca 
§i i-o da paianjenului, urmarind apoi fascinat cum acesta o devoreaza. Dupa care, el trece la 
masa si incepe sa scrie. In ziua urmatoare, isi continua istorisirea, scriind necontrolat §i dominat 
de o dorinta neostenita de a se descarca de gandurile negative: 

„Am prins a continua istorisirea de unde o lasasem .ft, pe masura ce scriam, cre.ftea in 
mine un fel de pofta de a spune, de a marturisi, de a-mi descarca sufletul .ft naduful, de a 
denun (a, de a nu lasa sa-mi scape nici un amanunt. Mai mult, imi rdsturnasem perspectiva .ft, 
de unde pana aici ma dominase tendufta de a-mi apara prietenii .ft de a pune cat mai puftne pe 
seama lor, acum simfeam un fel de voluptate sa le descopar fapte .ft atitudini ce-i calificau drept 
adversari ai regimului. (...) Scriam, scriam §i nu ma opr earn .ft ma miram de mine .ft continuant 
sa scriu, prins de un fel de furie impotriva tuturor celor ce erau atunci liberi in timp ce eu 
zaceam in pu§carie. Scriam ca un apucat, ca un posedat, devenisem rau. Eram, pana la un 
punct, con.ftient de ceea ce faceam, dar simfeam o placere dureroasa de a-mi biciui astfel 
con.ftiin(a §i de a savdr.ft o nelegiuire impotriva propriei mele naturi. ” 16 


14 Idem, p. 290. 

15 Idem, p. 291. 

16 Idem , p. 299. 
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In celula noaptea, Tsi amintestc de musca, apoi de comportamentul sau §i incearca sa si- 
1 explice, i§i ream in teste de zvonurile conform carora se foloseau droguri pentru a obtinc 
declarable dorite de la anumiji detin up. Ca urmare, Valeriu Anania nu mai bea cafeaua care ii 
era oferita §i nu mai scrie, dar este chinuit de rcmuscari §i voie§te sa se autopedepseasca, 
gandindu-se chiar la o pedeapsa crunta, de la care insa se opre§te la timp. 

Supus la atatea chinuri §i indoieli, purtat intre inchisori, Valeriu Anania trece printre 
oamenii liberi si este izbit de nepasarea lor, de calmul §i orbirea cu care ace§tia tree pe langa un 
semen de-al lor aflat in catu§e. Este un episod care ll determina la amare reflectii: 

„Iata, uni ziceam, viaia e aceeap, nimic nu s ’a schimbat, oamenii par mai mult sau mai 
pupn fericip p nimeni nu se sinchisepe ca aproape atinge cu umarul un semen in catu§e, purtat 
orbepe dintr ’o celula in alta, cu douazeci p cinci de ani de osanda in spinare. Nu se poate a§a, 
Valeriu, daca nu-p vei face p menfine o viaia interioara, te vei distruge sufletepe numai la 
gandul ca toata lumea asta te ignora, ca nu ia act nici macar de existenfa, necum de suferinfa 
ta. 

Setea de cultura, impartasirea cuno§tin|elor care aveau loc in mai toate celulele transpare 
§i din Memoriile lui Valeriu Anania. Si in Memoriile sale sunt surprinse conditiile inumane de 
detentie. Frigul si foamea sunt la ordinea zilei si li aduc pe detinuti in situatii limita. La toate 
acestea se adauga §i dorul de duca, de aer, de natura. Un dor chinuitor de libertate! 

„ Hr ana era infiorator de saraca p am vazut oameni plangand de disperare; (...) Acolo, 
la Pitepi, am simt.it foamea chinuitoare, obsedanta, foamea fizica p foamea psihologica; 
noaptea ma visam infulecand, ma trezeam cu falcile inclepate, ziua nu planuiam altceva deedt 
ca, daca voi mai fi vreodata liber, sa investesc totul in bucatarie p arta culinara. §i ma mai 
napadea un dor. Cand eram scop la aer, in curte, de pe varful scarii puteam sa vad, numai 
pentru cateva secunde, padurile mari p verzi ale A rgepdui p ma visam cutreierandu-le calare, 
haiducepe, cu desagii la oblanc, intr ’o pribegie fara sfarpt, a celui ce nu e menit a avea cetate 
statatoarepe acestpdmant. Doamne,cat de dureros ma chemau acele paduri ale Argepdui! ” 18 

Reeducarea de moda noua, bazata nu pe teroare fizica, ci pe indoctrinare, li produce 
repulsie, insa ii urmeaza treptele. Pentru a uita si a se deta§a de mizeria cotidiana, el se cufimda 
in creajia artistica. 

Valeriu Anania pleaca din penitenciar odata cu ultimul lot de detinufi clibcrap de la 
Aiud §i private cu bucurie spre libertate, stiind ca are puterea de a se adapta. De altfel, i§i da 
seama curand ca nu e singurul in aceea§i situajie, ochiul bine format dupa anii de detentie 
identificand cu u^urinta pe cei asemeni lui §i injclcgand totodata dorinta acestora de a pastra 
distanja, Securitatea parand a veghea din umbra permanent: 

„Mi-a dat Dumnezeu, pe langa altele, darul de a ma adapta repede oricarei condipi de 
viaia. In acel inceput de august revedeam Bucurepii dupa §ase ani p doua luni, cu gradinile 
revarsate peste garduri, p mi se parea ca sunt liber de cand lumea. Mai mult deedt libertatea 
imi facea bine sentimentul anonimatului, dep, la drept vorbind, parul tuns la piele, soldaiepe, 
p pantalonii largi, demodap, tradau cu upirinia pu^cdriapul scapat de curand. Oameni tunp 


17 Idem, p. 303. 

18 Idem , p. 312. 
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chilug mitjunau prin tot orapil, i§i cautau rude pierdute §i prieteni uitafi, dar se ocoleau unul 
pe altul, cu spaima ca ochiul atent al Securitafii arputea sa interpreteze o noua conspirafie. ” 19 

Valeriu Anania a reus it intr-adevar sa se reintegreze rapid in societate grape prietenilor 
care nu 1-au abandonat, dar si structurii sale razbatatoare si putemice. 

Memoriile lui Valeriu Anania cuprind insemnari nu doar despre experienta sa ca dejinut 
politic in perioada regimului comunist, ci si insemnari despre intreaga sa viaja §i multele 
incercari prin care a trecut. O existenja tumultoasa, nu lipsita de experience grele, peste care a 
re us it sa treaca §i despre care, ani mai tarziu, a avut curajul sa scrie §i apoi sa le incredinjeze 
luminii tiparului. 

Din tincrctc, Valeriu Anania a simjit o aplecare inspre vial,a literara si a incercat sa Tsi 
croiasca un drum in acest domeniu, colaborand la numeroase reviste si participand la cenaclurile 
importante ale vremii. Valeriu Anania a slujit cuvantul purtator de semnifica|ii atat ca autor, cat 
§i ca important cleric: 

„ Opera lui Valeriu Anania ne mcredinfeaza de rolul cuvantului In activitatea de slujire 
a Bisericii (...)Arta cuvantului il consacra pe autor drept unul dintre cei mai buni oratori ai 
timpului nostru, fapt bine cunoscut din rostirea duminicala a predicilor de la amvonul 
catedralei mitropolitane din Cluj. 

Ascultarea predicilor - filtrate prin sursele unei intregi biblioteci - dincolo de 
conolajiile literaro-hermeneutice, constituie o neintrecuta experienta de via (a ” 20 

Memoriile lui Valeriu Anania reprezinta un moment de reper in literatura romana, atat 
prin valoarea lor documentary, cat §i prin valoarea lor artistica. 
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